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INTRODUCTION
Background	
I am an interior designer, I am a product designer, I am a sculptor.
I have a “predilection for working”1 across various disciplines. For many years 
I sought extremely hard to keep them separate, to compartmentalize my 
practices, to package them up into neat contained areas. You may ask why? 
I believed it was my way of dealing with perceptions that favored specialization 
and questioned commitment. I became such an expert at containing these 
disciplines I was convinced that neither of these areas informed the other. My 
practices were disconnected, I resided in three segregated disciplines. 
I practiced by day as an interior designer and product designer, whilst at night 
as an artist.
Originally my PhD commenced with the initial enquiry of: How can surface 
imperfections and the spaces in-between inform the design of objects and 
consequently, can the resulting design contribute to the notion of a sense of 
place? The ‘notion of a sense of place’, began with the intention of situating 
the project within a physical site. It didn’t take long to realize that this ‘place’ 
was and should be my practice. The PhD research oscillated my practices. It 
wavered between alternating courses of direction revealing a dissatisfaction 
with my interior practice2, the conventional ideas and inhabitations of 
architectural interior territories, the traditional ways of designing and making 
spaces. A practice that “sinks comfortably into routine”.3
I set out to explore an alternative mode of practice. What would happen if the 
boundaries which renegotiate the conventional divisions of inside and out were 
repositioned and spaces evolved through more amorphous arrangements?
The PhD provided “a chance not only to reflect on existing conditions, but also 
to imagine something different – to transform rather than describe.”4 
The title of this project, ‘A Space In-Between: Practicing Surface,’ has taken 
many forms. Each expressive of the direction and development of the 
research at the time. ‘A Space In-Between’ remained consistent within the 
title throughout the project. It became a mechanism for understanding the 
precarious position my practice resided in, balancing between architectural, 
interior, design and art, and subsequently the ambiguity of the project work.  
The process of making, thinking and articulating my practice established an 
opportunity to interrogate outcomes and subsequently speculate on their 
potential to generate discourse, and in turn to position a practice. Traversing 
between disciplines invariably questions the way in which one works. 
Challenging and transforming “the practices that become engaged in its 
processes.”5
As Rendell clarifies in ‘Art and Architecture: A Place Between’, it is the 
willingness to “call into question the way we do things as well as what 
we call what we do, in an attempt to overturn what is established and 
conventionalized.” 6 
I discovered that working in-between interior, design and art disciplines offered 
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up a range of ways of making and thinking that had become so embedded in 
my practice I needed to rethink designing. I began to look at designing as a 
methodology for grasping ‘betweenness,’ not in the manner that we would 
conventionally consider to be creative process, but as a declaration or a gap for 
something to transpire.
Context 
My practice is reflective and therefore critical. The project work offers an 
interdisciplinary approach for thinking through process and the production 
of space. The projects are conceived as acts of spatial reflection, occupation 
and interaction. Although the analogue nature of the project works appear 
materially aligned with sculpture, their spatial constructs are essentially engage 
with both issues of interiority and exteriority. At most, these works reveal 
an alternative approach to interior architectonic design practice within the 
expanded field of the discipline questioning our inhabitation of space, and our 
physical and psychical making of it. Although the works may not constitute 
an ‘Interior design intervention’ that may be occupied in conventional or 
expected ways, they nevertheless construct spaces, or fragments of spaces and 
interior architectures, in which we may reside, play, think, and construct spatial 
understanding through critical practice7
This research is concerned with investigating space and surface, as a method 
of understanding and engaging the actions and processes of designing and 
making in order for something to transpire. Exploring nuances of surface to 
better understand making, its complex nature of genesis, and the process of 
practice, this research intends to put forward that an intimate understanding of 
the design process may transform critical practice, as well as engender a similar 
shift from object to process, asking not what the object of design is but what it 
does or how it engages.
Inspired by the physical, intangible and esoteric qualities of surface 
sensibilities, I am intrigued with the notion of surface as a concealing utility, 
in continuous transformation and the potential for what may be revealed 
through the dynamic processes of making, how a concept emerges, how it 
becomes materialised, unstable and evolves in the beholders’ eye. The tactile 
activity that brings it into being, transforms it, undoing identities, and creating 
potential spaces in between or openings in which interspatial discourse and 
contemplation transpire. Surface becomes an active site for the research, 
the interrogation of an exterior face, the gestural interplay of disciplines and 
the processes involved in manipulating form, revealing mimetic, iterative, 
performative and imaginative occupations. 
The project work is essentially concerned with the generation of ideas, acting 
as mechanisms for activating and generating spatial and design discourse. 
The works seek to redefine object and interior spatial relationships through 
the on-going re-positioning of perception, tactility, action and imagination. 
In formulating the project work a number of questions arose in regards 
to analysing the role of these projects; surrounding what these material 
manifestations were, what it meant to make, how the processes of making 
translate to the viewing encounter and how they may speak to us remaining in 
a state of becoming in our minds. What does it mean to make an object that is 
not yet in existence, that at the time of making is only imagined, and to know 
of its possibilities only through the process of making? How does one define 
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the status of an object that is the product of interdisciplinary process? How 
do these possibilities manifest and how does an ongoing process of becoming 
contribute to an interspatial practice of making?
Aim 
‘A Space In-Between: Practicing Surface’ investigates practice and making 
as an ongoing spatial process of becoming. The projects are concerned 
with the making of objects that seek to challenge static design processes, 
disconnected from the process of making, by questioning the materiality 
and the act of making, rather than the objects made and their intended 
outcomes. It places spatial contemplation or imagination during the design 
process in the foreground, rather than the architecturalisation of a concept – 
a position that frequently results from a restrained consideration of surface, 
as a purely material entity located within an interpretive framework, and in 
turn integrated into conventional processes of design without fully realizing 
its potential. It is also interested in the emphasis placed on the moment with 
a need to re-present that moment suspended in either a state of dispersal 
or reconstruction, its silence as a still frozen moment, but its impermanence 
continuously in a state of flux. Is it possible to produce a design intervention 
that captures that transitional space? How can the design process act upon or 
be influenced by these transitions and can the design process pre-adapt itself 
to the continuation of process? How then can the act of designing-making 
come to be another surface amongst surfaces without becoming descriptive, 
interpretive, or static? Despite numerous shifts within the project work these 
questions remained in the foreground of my practice and project work.
Through the development of four projects, this research project ‘A Space 
In-Between: Practicing Surface’ examines the relationship between making 
surfaces and objects. I present a ground for a practice of making, whereby 
in the process of making the designer may hesitate or “pause,”8 actively 
interrupting an expected outcome, offering up an openness in which further 
complexities transform and become.
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Introduction	Notes
1 Mary Jacob Interview with Michele Oka Doner, in Suzanne Ramliak ‘Michele Oka 
Doner: Natural Seduction’ Pg. 17
2 My main interior engagement for the course of this PhD was working for a large 
developer, within the housing department of the architectural design division. The 
scope of the projects were large. I was designing and developing the interiors of houses 
for a mass market.
3 Elizabeth Grosz, ‘Architecture from the Outside Essays on the Virtual and Real Space’ 
Pg. 127
4 Jane Rendell, ‘Critical Spatial Practice’ Pg. 3
5 Ana Araujo, ‘A Pattern Constellation’ Haecceity Inc. Pg. 17
6 ibid, Pg. 17
7 Jane Rendell, op.cit., Pg. 4
8 Elizabeth Grosz, op.cit., Pg. 135
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STRUCTURE OF THE ADR
The following Appropriate Durable Record (ADR) is structured into five 
chapters. The structure is organized to provide a clear account of the 
development of the projects and conceptual ideas framing the works. Chapter 
1 establishes key ideas surrounding the practice of surface and making, and 
Chapters 2 to 5 provide an account of the nature and diversity of the project 
work. 
The chapters are organized more or less chronologically but being true to the 
nature of my practice, there were various beginnings, revisiting of ideas and 
evolutions across the work. Therefore the chapters are grouped loosely around 
conceptual ideas and themes, which emerge and re-emerge throughout the 
PhD. 
Each chapter begins with a brief introduction, proceeding with a description 
of the project work, and a reflective summary at their conclusion. All project 
descriptions will be individually followed by their related imagery. 
Chapter	1:	‘Spatiality And The Practice of Making’ focuses on three key areas 
of the research: spatiality, objects and making in order to understand and 
establish the context of the work. It will discuss ideas surrounding surface, 
space, in-between, and the status of objects whilst reflecting on key aspects of 
the making that form a basis for understanding the proceeding projects  
The following sections introduce the project work that has been undertaken in 
conjunction with the written component of the PhD.
Chapter	2:	‘The Quiet Exposure of Decay’ is a photographic enquiry of surfaces 
that examines transient surfaces conditions whilst capturing the possibilities 
of what may be revealed. The chapter provides a brief theoretical framing 
to the project, whilst revealing the process of translating and re-interpreting 
the image. It also includes prose, which is meant as a way of animating 
and situating the work further, through my making process. This prose is in 
italicized text.
Chapter	3:	‘The Activity of Still Objects’ are investigative models. Offering an 
amalgamation of ideas for further projects to develop. This project unfolds like 
an archive. Fragments are grouped. They introduce an iterative practice that 
reinforces the open nature of the practice and the dynamic encounter between 
the object, the surface, and the eye of the beholder.
Chapter	4:	‘Interventions in a Place Where Nothing has Transpired ‘is about 
objects without a place: an unstable sense of place, objects whose forms we 
recognise through making, materiality, arrangement and shifts in scale, but 
who’s purpose of which has fallen away. A series of projects are explored in 
a continual cycle of making, re-making, refining, and re-thinking surface and 
space. 
Chapter	5:	‘Every Contact Leaves a Trace’ is a series of interior fragmentations 
proposing to explore the shift between actions, absence and connection to a 
place.  This project manifests itself in four separate fragmentations, each are 
propositional.
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The project work, in Chapters 2 -5, deals with very distinct and linked spatial 
concerns. These four chapters are four different recognitions or actions of how 
the dynamic qualities of space and surface can expose and inform the act of 
making and designing
Chapters 1 to 5 are followed by a section titled ‘Reflections’ and the 
‘Conclusion’.
Reflections:	Reflections will provide an account of the methodology adopted 
throughout the PhD.
Conclusion: In the conclusion I further articulate my practice and the relevance 
and application of research. I also reflect upon the body of the work as a whole 
and discuss my contribution to various discourses.
It is important to note here that my writing assumes three different voices, I 
freely alternate between the voice of the practitioner - maker discussing the 
process and personal aspects; the voice of the work and my intent is captured 
in poetic prose, descriptions, and evocative titles; and lastly the voice of the 
scholar in which I am situating the work in discourse. All three are present and 
intermingle throughout the chapters.
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CHAPTER 1
Spatiality And The Practice Of Making
18
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Spatiality	And	The	Practice	Of	Making
In discussing Maya Lin’s work, Lawrence Weschler writes about the spatial 
fluidity and transient movement of the work. More specifically he states “How 
one is always shifting back and forth like that, between the particulate and the 
seamless, between material facticity and transcendent form – all of that….all of 
that stuff, and then grace quite simply abounding.”1 This concept of shifting is 
intrinsic to this research project. Shifting between materiality, form and scale, 
spatiality abounds through a practice of making objects.
Within this initial chapter I will briefly focus on the three key areas of the 
research; spatiality, objects and making, in order to understand and establish 
the context of the research. Spatiality will look at surface, space and the in-
between Section 1.0; objects will be discussed in ‘Fragile Conditions of Object 
Experience’ Section 1.1; and ‘Fragments on Making’ Section 1.2 reflects on key 
aspects of the making that form a basis for understanding the projects.   
Surface,	Space	and	the	In-Between	 (1.0)
‘A Space in Between: Practicing Surface’ is a spatial practice. The three 
individual disciplines that I shift between combine to establish a particular 
spatial discourse, a particular way of practice. During the course of this 
research it became apparent that this shift between and intermingling, was 
intrinsically embedded in the way in which I dealt with surface and space. This 
raised a number of questions:
How does my disciplinary practice affect the way I perceive surface?
How do I begin to describe the thoughts and imaginations that this 
interdisciplinary space evokes?
How can I articulate this into spatial knowledge practice?
How do I discuss the interplay between these responses?
How does the project work deal with these ideas?
This PhD is my journey into this space, a series of negotiations, between and 
through interior and exterior surfaces and spaces examining how a design-
oriented practice may lead to spatial reconceptualization’s and practice. The 
three main issues that are integral to this PhD are surface, space and the in-
between, I will briefly expand.
Surface: its materiality, its outwardly appearance, its tactility and the way we 
traverse it. If we are receptive, details captivate us, they elicit touch. They 
are also open to interpretation, acting as thresholds or entrances between 
conscious and unconscious levels of experience. Visible but invisible to our 
senses, and even our private thoughts. Surfaces also serve as both metaphor 
and plea for heightened sensitivity on our part, for crossing borders and 
opening us to the world; redeeming what seems like periphery limitations 
within our own experience of primary perception.
Avrum Stroll provides a philosophical account of surfaces, their perception and 
constitution. He argues for two, distinct conceptions of surface. He describes 
the two dominant understandings of surface as, first, an abstract boundary 
between things “such as the edge between a solid object and the air that 
surrounds” and, second, as a material entity with physical thickness “such as a 
skin, membrane, or the outermost layer of atoms of a material.”2
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Surface enlists tactility of touch, “Touching with tact upon the thinking of 
touch, but also hugging it, body and soul, in one’s arm…, such thinking must 
at the same time offer itself and expose itself to letting itself be touched.”3 
The idea that ones thoughts have “touched” the material surface itself, 
or the intensity of actions invested within the touch of the surface. The 
representation of texture, the shift to the microscopic and to a simplified 
enlarged macroscopic scale as demonstrated in Maya Lin’s work 2 x 4 
Landscape 2006 (fig.1-3). Dani Marti (fig.4) and the Boyle family (fig.5-6) are 
also both exponents of this dialogue, the shifts and representation of material 
surface through the employment of scale, “both visible and hidden, the 
movements of opening and closing are so numerous, so frequently inverted”4 
The myriad textures of light propel us with instantaneity from Descartes’ 
dioptrics into Luce Irigarary’s understanding of light in terms of texture and 
touch as an interiority of the tangible invisible.
Brian Massumi refers to process as a “re-surfacing……it is active in and of 
itself”5 a concept that surface also touches upon form which is also prevalent 
in the ideas surrounding Georges Bastille’s ‘formless’ reiterated by Rosalind 
Krauss and Yves Alain Bois, that it should be seen as an operation to be 
performed, ‘not just an erasure of form but an operation to undo form’6. 
The interrogation of surfaces as a way of seeking something that has been 
disregarded, abandoned, lost, marginal, and neglected. In practice, the only 
reparative measure is to bring the peripheral phenomena back into the 
fold, into focus and play. Surface becomes a dynamic site for the research7 
it is articulated through processes in which its material form is referenced, 
activated and situated for the generation of projects.
These ideas all contribute and inform the project work as discussed in the 
subsequent chapters of this research. ‘The Quiet Exposure of Decay’ unfolds 
surface through interpretation and challenging the periphery limitations 
of perception. Thoughts come into focus and touch the material surface of 
‘The Activity of Still Objects’, as does the interrogation of surface as a mode 
of seeking in ‘Every Contact Leaves a Trace’. ‘Interventions in a Place Where 
Nothing has Transpired’ brings scale and the process of ‘re-surfacing’ into play. 
The exploration of these concepts within my work, and the others that I have 
not mentioned, has transformed my understanding of surface.
Space is conceived as a medium of expression and understanding interior and 
exterior; inner space and external space. Henri Lefebvre notes that space is 
active, that it can act upon unaware subjects. Henri Lefebvre differentiates 
between perceived, conceived, and lived space. The concept of lived space 
referred as imaginative space; it is embodied and adopted in imagination and 
the imaginative space. Space, which consists of human interaction with the 
designed world, can be conceived as an imaginative arena where we define 
and are in turn defined by our relation to the other object in the world.
“Objects touch one another, feel, smell and hear one another. Then they 
contemplate one another with eye and gaze. One truly gets the impression 
that every spatial plane constitutes a mirror and produces a mirage effect; 
that within each body the rest of the world is reflected, and referred back to, 
in an ever-renewed to-and-fro or reciprocal reflection, an interplay of shifting 
colours, lights and forms.”8 Carving subtracts space, reducing a block to a form, 
modeling expands into it and then turns positive space into negative space, 
and back into positive space again in the finished cast.
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Spaces can be real and imagined. Spaces can tell stories and untold histories. 
Spaces can be interrupted, appropriated and transformed through literary 
and artistic practices. Gaston Bachelard, too, calls for a lived experience of 
spaces in stressing the augmenting effect imaginative lived spaces have on real 
spaces. Michel De Certeau’s space as a practiced place, for site as a performed 
place, could be quite eloquently expressed through Enzo Mari’s ‘The wind of 
Objects’9 an investigation into how one demonstrates and experiences an act 
of existence, in which something has happened in the silent remains that touch 
the surface of spaces. “These new understandings do not define sites simply 
in terms of geometry or morphology but in relation to the cultural and spatial 
practices that produce them, including the actions of those who investigate 
them.”10 Space is alive with generative possibilities and the interplay between 
material, process, and form. “Space now is not just where things happen, 
things make space happen,”11 and begin to query spatial qualities, “If space 
has boundaries, is there another space outside those boundaries?”12
My work while negotiating both real and imagined spaces seeks to find a 
more liminal existence. It seeks to blur the boundary between the real and the 
imagined by positioning itself in a liminal space. In this space, boundaries are 
permeable, membranes can be crossed. Liminality describes an in-between, 
residing within space and time, both past and future simultaneously. It is 
expectant with ambiguity, creative ferment and infinite possibilities for 
development. 
The concept of liminality as a space of transformation is not subject to 
categorization. It exists outside hierarchies that privilege difference and is 
associated with the aspect of creativity or potentiality. Surface may reside in 
the peripheral, an observer of slippages and evasive truths; the ephemeral, the 
un-seen. Liminality is a state of being betwixt and between. I consider them to 
be the same condition.
The concept of between-ness in literature appears under the guise of the 
terms such as marginal or liminal which refer to a transformative, transitional 
state of being. It is associated with the zone of blurring and juxtaposition 
between different theories and practices. Henry Bergson was perhaps the 
earliest theorist to grapple with the in-between, and it pervades the writings 
of others including Gilles Deleuze, Jacques Derrida’s middle, and Luce Irigaray. 
Most significantly the extremely porous boundaries of Elizabeth Grosz’s 
architecture’s, the flow of ideas between its inside and outside resonate. 
“The space of the in-between is that which is not a space, a space without 
boundaries of its own, which takes on and receives itself, its form, from the 
outside, which is not its outside but whose form is the outside of identity, 
not just the an other but of others, whose relations of positivity define, by 
default, the space that is constituted as in-between.”13 The space in-between 
is a space of subversion and undoing, spatial and temporal, the “inside and 
outside multiply with countless diversified nuances.”14 Invariably feminist 
and postmodern discourse inhabits the in-between. Jane Rendell and Bridgid 
McLeer have been most insightful in reorienting oneself and “figuring” my 
“place as an opening.”15
This PhD has grappled with the notion of in-between since the commencement 
of the research. It operates on a number of levels within this PhD, as a space 
of ‘undoing’ the ‘boundaries’ practice, subverting and enabling a transition of 
becoming is evident within process and the intricacies of spatial and temporal 
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aspects is prevalent within the work. As a consequence of the multi-faceted 
nature of in-between, the projects constantly shift between varying physical 
and the conceptual qualities of materiality; tangible and intangible notions 
of spatiality; frequently negotiating repetitive and iterative processes of 
designing- making. 
The projects evoke a construction of in-between spaces by negotiating space 
and “nurturing the idea into its material form, without being ideal”16 For 
example, Chapter 2 ‘The Activity of Still Objects’ negotiates the liminality of the 
object, whereas in Chapter 5 ‘Every Contact Leaves a Trace’ reflects upon “the 
unbounding and undoing”17 of identity and relation to place.
Whilst the projects appeared to be embedded in the notion of the’ in-between’ 
they individually questioned their relation and position, constantly addressing 
and readdressing the key research questions:
  
•	 Is it possible to produce a design intervention that captures the 
transitional space of the ‘in-between’? 
•	 How can the design process act upon or be influenced by these 
transitions?
•	 Can the design process pre-adapt itself to the continuation of process? 
•	 How then can the act of designing / making come to be another surface 
amongst surfaces without becoming descriptive, interpretive, or static?
By way of positioning myself I acknowledge that there are numerous 
philosophical and architectural theories and practioners (designer, artists, 
interiors and architects) that inhabit surface, space and the in-between who 
have invariably influenced and inspired my practice. The breadth is expansive, 
therefore I make mention of only the key influences through out the PhD. Of 
course there is a great deal more that could be said about the topic of surfaces 
and the spaces they occupy, I am merely lightly touching upon the surface.
The theoretical writing and speculation is a tool in which I can consider my own 
work, sometimes it operates as a lense in which I can explore concepts and 
sometimes it provides inspiration. I would like to make it clear that this is not 
a PhD trying to definitively explore these concepts. This is a PhD that engages 
with theoretical discourse either as mechanism for ‘opening up’ the work or 
my ideas. Therefore any appropriation or misappropriation is useful, not as a 
scholar of their work but as a maker who is interested in transforming my work 
and comprehending it through multiple openings.
Fragile	Conditions	Of	Object	Experience	 	 (1.1)
In early September 2009, I was perusing exhibitions in Paris. Taking a break, 
from my frenetic schedule within the Palais De Tokyo bookshop, I was 
absentmindly flicking through publications when I came across a copy of 
‘Studioworks’18. I suddenly became transfixed here was a body of work that 
seemed to resound the very processes that I was working in. I knew of Eva 
Hesse’s larger sculptures but I was totally unaware of her smaller works, her 
small experimental pieces. Suddenly I registered the date of the exhibition, it 
was currently showing, excitedly I scribbled down the name of the gallery and 
address. After returning to the United Kingdom for a family wedding, I then 
made my way to the Fruitmarket Gallery in Edinburgh to view these objects, 
some of which had never been shown in public. What struck me about these 
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objects, ranging in scale was that they all revealed process and the moment 
between thinking and making.
“Studio leavings / experimental / little pieces / molds to make pieces out of / 
unresolved – unfinished pieces”19
Within the first seven pages of Briony Ferr’s publication, ‘Eva Hesse 
Studiowork’ that accompanied the exhibition ‘Studiowork’ in Edinburgh, 
there is a copy of a transcript written by Sol Lewitt in 1981, from the archive 
of Berkley Art Museum. Sol Lewitt was invited to comment on the museums 
collection of Eva Hesse’s small objects (fig.7-10) that she made as a part of her 
working process. His comments oscillated from “I think in the beginning she 
was just fooling around. Then later, referring to the inventory number of each 
item in the museum holding, he would say things like”: ‘291 – this is really stuff 
from the studio rather than pieces as such’; or later on ‘67 & 75  - molds for 
pieces’, as if he were identifying obscure specimens of natural history.”20 
His remarks reflected “the precarious status of what he is looking at,”21 95 - 
not a piece, 56 - Yes this is a piece, sometimes she experimented, 59 – probably 
did other things. These small works were referred to as ‘test pieces’, as they 
were made to test out materials and techniques in preparation for more 
ambitious work. However it is clear they were not just technical experiments, 
they implicitly demonstrated a collection of Hesse’s working methods.
This brings to mind another exhibition held in 2002, an architectural exhibition 
entitled Herzog & de Meuron: Archaeology of the Mind held at the Canadian 
Center for Architecture (CCA). The exhibition was comprised of hundreds of 
working models and studies (fig.11-14) by the Swiss architecture firm Herzog 
& de Meuron, displayed alongside various natural history museum objects and 
works by twentieth century artists.
“We are exhibiting an archive, that is a physical accumulation of the 
documents that we have produced in order to initiate and accelerate mental 
processes or, on the contrary, to arrest and propel them in another direction….
These archived objects are therefore nothing but waste products, since the 
immaterial, mental processes of understanding , learning and developing 
always have priority, we have never been interested in producing objects 
invested with an aura in the nature of an artwork. These objects are not works 
of art; they are the accumulation of waste …..it would all be lifeless waste were 
it not for the special gaze , the creative , attentive, sometimes loving gaze of 
the interested beholder who is able to interpret and interrelate the molded 
shapes, grooves, indentations, and discoloration.”22
Herzog & de Meuron are quick to point out that what they do is not art. 
Interestingly Herzog had maintained a parallel career as an artist and has since 
abandoned it for reasons that “it is impossible to do art and architecture at the 
same time’ and ‘there was no longer any need to express himself other than 
in architectural terms.” 23 At the same time they state they are accepting of 
the autonomy of “different genres”…..”Today everyone is thrown back on their 
resources and has to define their fundamental values anew each day.”24
Reverting back to their statement, ‘the documents that we have produced in 
order to initiate and accelerate mental processes or, on the contrary, to arrest 
and propel them in another direction from their statement Just Waste 2002, 
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“the waste products of their architecture, experiments or the evolution of a 
project”25 suggests that these objects exhibited are distanced from their initial 
purposes and do not fall comfortably into the title of architecture as well.
As Phillip Ursprung states these models are “fragments, rejects, examples 
of a genre that has proven itself ……to be an excellent working tool and an 
important means of expression for the architect but that answers no rules that 
govern their production.…..They are objects that have allowed ideas to pass 
from hand to hand…..Some are ugly and makeshift, some are stunning in their 
beauty. They deal with the whole and yet are fragments for specialists.”26 
I can’t help wondering about the imaginative qualities that may be the 
product of the ‘special gaze’ and the ‘sometimes loving gaze of the interested 
beholder.’ Doesn’t this somehow suggest that these objects are more than 
‘the accumulation of waste’ and are an integral part of an ongoing process of 
enquiry, not only privy to so called ‘specialists’.   
Gabriel Orozco’s ‘working tables’ 2000 - 2005 (fig.15-16), temporary 
arrangements that contain objects that have been collected over a period 
of three to four years, comprise of found objects drawings, and works 
in various states of completion and incompletion. There are interesting 
similarities between Orozco’s ‘working tables’ and the display and process of 
Herzog and de Meuron’s ‘waste’. Benjamin Buchloh refers to Orozco’s work 
as the “fragile conditions of object experience.”27  They are put aside or 
temporality abandoned reserved for future use. Both works reside within a 
tenuous position, subject to being conceptually transformed in our mind and 
questioning future possibilities. 
Briony Ferr concludes Studiowork with a quote from Hesse “A thing / the thing 
/ is made”28 suggesting that “making was a marking of that interval between 
the indefinite and the definite article ….which suggests by the term process 
what is really at stake is as much a coming–into-being of ourselves as subjects, 
as the coming-into-being of material objects…..In other words they are not 
universal and timeless, but leave us with a sense of a first encounter with 
things, the kind of encounter we had before we knew how to make sense of 
them.”29
What is the deciding factor that determines the discipline or intent of one 
object or another in an interdisciplinary design practice? For a long time 
I did not know what to make of the fragments I was making and I evaded 
the many questions that they demanded. I was working in a manner that 
felt uncomfortable, making generally small pieces, that were unresolved, 
unrefined. I did not fully understand what these fragments were and what they 
meant to me, but at the same time I was aware of an element of risk and that I 
needed to address them in a manner that seemed appropriate to the risks they 
were taking, their precarious status and orientation within discipline’s. Are they 
worthy of recognition? 
There is no easy way to account for work that has no end in sight. There is 
something incredibly awkward and unsettling about the prospect that there 
may be no object to speak of that could conceivably be classified as complete. 
I could have avoided these issues by making connections and resolving pieces 
or locating them within a preconceived framework and at times I may have 
briefly entertained these concepts. “The eagerness of objects to/be what 
we are afraid to do/cannot help to move in us.”30 I was inextricably drawn 
25
to the notion and challenge31 of how to continue to make work under such 
conditions and for most of the objects under discussion here, that is to make 
things that have no clear or simple connection to a resolved product or end. 
Through the concentrated effort of making something the objects seemed to 
be going back to the beginning.
	Fragments	On	Making	 	 (1.2)
The term ‘archaeology’ for Herzog & de Meuron’s exhibition ‘Archaelogy of the 
Mind’ acts as a temporal device, preventing categorization of the contents of 
the exhibition in current terms by assuming enough time has passed to render 
the fragments ‘artifacts’ as opposed to historical objects.
Lucy Lippard described Hesse’s small hand made objects as “some test pieces, 
some studies, some models, some prototypes.”32 For the purposes of this 
research I am not interested in making the distinctions between these terms 
and what they mean. They entangle us in the defined categories between 
different disciplines. By referring to the tangible and intangible effects of the 
projects - the visual material, the material objects, and propositional pieces as 
‘fragments’ I hope to reference them to the spatial, to reside, to slip between, 
resisting easy categorization.
Eva Hesse suggested of her pieces “a lot of it could be called nothing – a thing 
or an object or any word you want to give it”33 I was hesitant to name the 
pieces anything other than fragments. “Fragments are like beginnings without 
ends”34 fragments suggested partiality, that are open, without foresight 
and the stability of intention. “They are traces. They are in-between.”35 By 
referring to them as ‘fragments’ I hoped to displace associations of objects 
and material processes by allowing them to oscillate unencumbered. At times, 
throughout the research, I may refer to these fragments as something else as 
a means in which to differentiate one body of work from another within the 
projects. As Rosalind Krauss suggests in reference to Bruce “Nauman’s casts of 
interstitial space – the sense, that is, that they are object-like, but that, without 
the title attached to them like an absurd label, one has no idea what they are, 
even of what general species of object they might belong to”36 For example 
within Chapter 4 ‘Interventions in a Place Where Nothing has Transpired’ 
fragments are given other titles pertaining to either a material or process used 
in the making, 52 Felts pieces, Paper hangings, Single felt hangings, The Space 
of Release, Casts and Leftovers.
Considering the work concerns a process of making, I did not want to confine 
or fix the object to one interpretation, a literal statement, a symptom or 
a reflection of an underlying intention or condition. “To name an object is 
to suppress three quarters of the joy of the poem, which consists of the 
happiness of guessing little by little, suggesting it, that’s the dream. It is the 
perfect use of this mystery that constitutes the symbole: to evoke little by little 
an object in order to disclose a state of the soul.”37 Throughout the research 
I have added project titles – ‘The Quiet Exposure of Decay’; ‘The Still Life of 
Objects’; ‘Interventions in a Place Where Nothing has Transpired’; and ‘Every 
Contact Leaves a Trace’. These titles were not explicitly established to house 
the fragments, but to evoke means for opening up and articulating the spatial 
process of making. Contending with titles in this manner inevitably involves
questioning and exploring the materiality, identity, occupations and meanings 
of the projects further.
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The title ‘The Still Life of Objects’ I am borrowing from an article38 by Alison de 
Lima Greene and ‘Interventions in a Place Where Nothing has Transpired’ has 
been adapted from Christine Borlands project title “A Place Where Nothing has 
Happened”39 1993. 
My design research engages and focuses on making by hand. Adopting a 
hands-on approach is an innate part of my practice and who I am. “What is 
now in question is the making of things, and that from which things are made, 
rather than the things made.”40 A diverse range of materials are explored 
through incessant making, giving form to thought patterns and material 
responses. There has been no emphasis placed on the finished product. 
The material fragments provide a reference point, that may be applied to 
architectural, interior, industrial design or sculptural applications but for the 
purposes of this research remain free from the constraints of these disciplinary 
areas. They demand of us to consider not only the processes involved  but also 
consider the impulses both conscious and unconscious that drive the making. 
The compulsive desire to repeat is evident in much of the work and the 
techniques deployed like cutting, tracing , layering, are often based on 
repetitive actions and gestures. Robert Morris’s felt pieces (fig.17-18) 
from the early 1970s, clearly demonstrate the basic operations performed 
on felt, the cutting, piling, and hanging that allowed the reactions of the 
material to determine the form of the work and initiated a “disengagement 
with preconceived enduring forms and orders for things.”41 Looking at the 
fragments also reveals these actions unfolding, an unraveling of the gestures 
that were a part of the process of making.
“I would like the work to be non-work. This means that it would find its way 
beyond my preconceptions. 
What I want of my art I can eventually find. The work must go beyond this.
It is my main concern to go beyond what I know and what I can know.
The formal principals are understandable and understood. 
It is the unknown quantity from which and where I want to go.
As a thing, an object, it accedes to its non-logical self. 
In its simplistic stand it achieves its own identity. 
It is something, it is nothing.” 42 
In the beginning I thought that my process of making was free from constraints 
and preconceptions. That I didn’t work from a priori of ideas and theoretical 
propositions. That the structures were the result of experimentation 
and invention. But I soon came to realize that I was explicitly making and 
articulating space through an intensive and repetitive interrogation of 
exposing, defining, revealing and at times enclosing its forms. Throughout the 
course of the research I maintained an interest in defining and redefining the 
spaces between the edges of forms or shapes of the surface in question, that 
emerged throughout the process of their making. Richard Serra’s reason for 
working the surfaces several times - “has to do with my need to locate myself 
in space…….is my way of keeping track of how my sense of the space functions. 
Working has its own spatial dimensions”43 - strongly resonates for me.
Through the process of thinking and making, partial material fragments 
emerge, each a single event within a larger action. The materiality is a process 
of experimentation and yet it is a vehicle for interrogating spatiality. There is 
a kind of playfulness with the associations, the interrogation of the surfaces 
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and structures, a space of oscillation between the positive and negative space, 
the notion of absence and presence, the solidity of space, the spaces in under, 
on or between things, the concentrated and diffused attention in viewing the 
works. The physical aspect of experiencing the larger fragments and the imitate 
physically of interacting with the smaller fragments. The material presence, 
how it holds and occupies a space expressing its marks, indentations, chips, 
frays, creases, tears, collapses, mends, and other expressions adds another 
spatial dimension.
Making by hand is an example of spatial excess as it: proceeds without pre-
determined plans; it is characterized by a continuous action; and is positioned 
within architectural and design discourse, questioning the shifting relationship 
between the fragment(s), and the maker. Often there is an element of 
uncertainty, never fully being able to predict how a fragment will materially 
engage, how a felt will hang, a cast inhabit the void of its mould, or how 
an unexpected outcome, surprises and invariable leads in a new direction, 
“maintains  and stimulates curiosity.”44 Often “the interplay between chance 
and necessity becomes one of the things the work is about.”45
A kind of looking that is full of sense and touch. In this way the processes 
of making are translated into the processes of looking. The hand is involved 
in arranging, placing, displacing and replacing in a series of temporary 
arrangements that become a methodology. The fragments emphasise the 
imaginary scope of touch to transform our sense of the bodily experience of 
the fragments we are engaging with. We don’t necessarily have to directly 
touch or handle these fragments to understand their strangely intimate 
connection. “Making, acting, functioning in the world, making oneself as one 
makes things – all these processes rely on and produce things as the correlate 
of the intellect, and leave behind the real out of which they were drawn and 
simplified”46
These fragments encapsulate fundamental questions of which way round and 
which way up they should be orientated. They invite a tactile imagination to 
turn them round and over, to question the possibilities of being suspended 
or simply to lie horizontally on a flat surface either facing up or down. These 
are all imminent possibilities within the objects themselves. The flexibility of 
orientation is characteristically not fixed but open. Introducing the possibility 
of multiple orientations, the object is open to the expanded situation of its 
setting. This is dramatically played out in the often open-ended experiments 
where in many cases it is impossible to say which way around an object should 
go. They are never intended to be fixed, as George Perec “dreams of a work 
surface that is virgo intacta”47 but always imagined as fluid with multiple 
arrangements, open to further re-arrangements.
The scale is always shifting, sliding. “Different modalities of viewing , 
fluctuating between close and far, microscopic and telescopic - at times matter 
of factly and almost prosaically, at other times almost imperceptibly shifting 
gear to create a massive disturbance in the field of vision”48 The projects, 
the fragments, are all concerned with scale and are involved in a perpetual 
process of shifting scale. The interrogation of a surface, zooming in, to analyze 
its micro-structure and the sliding out, zooming out analyzing each of its 
fragments, to readjust focus and peer closely again. The shift of scale is a 
play where this action of viewing and analyzing spatiality’s never stops. It is a 
generative action that continually repeats itself, reassessing the relationships. 
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The action is not dissimilar to Charles and Ray Eames written and directed 
short documentary film ‘Powers of Ten’ 1968 (fig.19-20) that takes us on an 
adventure in magnitudes49 and Mark Boyles ‘Journey to the Surface of the 
Earth’,50 (fig.5-6) an ambitious project that aimed to make multi-sensual 
presentations of 1000 sites selected at random from the surface of the earth in 
an attempt to isolate for further examination. The shifts in scale, offers a way 
of looking, perceiving, imagining, experiencing and “de-stabilising …….reversing 
the structures of relationships we take for granted.”51
During the course of the PhD the scale also shifted for my practice. Becoming a 
mother in the first year of upgrading my Masters to a PhD invariably cemented 
the direction and scope of these spatial fragments. Resourcefulness set in, 
materials were predominately sourced from leftover scraps around my studio 
and my tools were limited to what I had within my studio and most importantly 
my hands. Time also had its place within this arrangement. Living underneath 
my studio allowed for short sharp bursts of frenetic making and engagement.
The project work undertaken was all generated within the confines of my 
studio. None of the work has ventured away from its doors other than the 
occasional Graduate Review Conference in the early years of my candidature.  
It has not been exhibited or installed, but moving, arranging and re-arranging 
occupying the space of the studio. Jane Rendell cites this statement from 
Bell Hooks “Home is the place which enables and promotes varied and ever-
changing perspectives, a place where one discovers new ways of seeing reality, 
frontiers of difference.”52 I find this statement quite perverse when positioned 
in the realm of studio-based practice or more specifically studio based making. 
As the prevailing attitude seems to be of the thinking that practice benefits 
from the input of external or social interventions. Of course by through 
confining my research to the studio I grappled with a number of anxieties 
concerning the insular nature of the work, the esoteric nature of it, and how 
did it contribute? Did the fact that I worked professionally away from the 
studio during the day some how established me within a broader public realm 
and allow me to contribute in a subtle manner?
The implications of thinking about the status of these fragments forces us to 
recognize the place of making, the studio. To a degree these objects “dramatise 
something about the studio.”53 By basing my research practice within 
the studio, for the purposes of this research I will not entertain traditional 
mythology and ideas surrounding the studio as a mysterious romantic private 
realm. For the purpose of this research the studio provides a ‘home’ a place 
that provides a platform for intimately working and thinking things through 
making, analysing process and arrangements, and where imagining takes hold, 
“hours pass unnoticed and space stretches out interminably.”54
The representation of colour plays an integral role. The neutral white or 
black tonalities imply a boarder line thought; it ensures that superficial 
external appearances never dominate the underlying intention of the 
making. Throughout the project work the fragments are represented 
monochromatic55. Hues of white or black in a conscious effort to represent 
the transition of the fragments in neutral format. Both hues also symbolize 
mourning, that could perhaps be a useful symbolic association for aspects 
loss, trace, fragility and decay occurring within the projects. I discuss black at 
various points through out the projects, often it harbors undefined shadows 
and immense voids. I use white predominately as a default mechanism in all 
aspects of my practice not just because it occupies a classic position within 
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my designer’s mind, but because “there is something disquieting in the 
whiteness”56 an uneasiness that allows for thoughts and imaginations to be 
projected and shift. It can also be used as a spatial device allowing one to 
experience spatial complexities of surfaces and “the immediate immensity 
of its depth.”57 Yve-Alain Bois refers to white as a mechanism intended to 
remove all traces of translation, encoding and perceptual interference. In some 
cases ‘white’ materials were not used, I explicitly discuss this with Chapter 4 
‘Interventions in a Place Where Nothing has Transpired’, in regards to Leftovers.
Materiality is inherently embedded within this research. It is the structure of 
the projects. Without the leftover pieces of timber, modeling foam, scraps of 
felt, half empty bags of plaster, rolls of drafting paper, bags of clay requiring 
rehydration, upholstery foam, wire, plywood, reels of continuous black and 
white thread, more paper, masking tape, modeling wax, fiber matting, acrylic 
polymer etc., the projects would be absent.
The material of choice for the smaller fragments at any given time was 
generally dictated by availability and directed the practice for Chapter 3 ‘The 
Activity of Still Objects’. The larger fragments required consideration as to the 
suitability of particular materials and their intended applications, for example, 
the casts in Chapter 4 ‘Interventions in A Place Where Nothing has Transpired’ 
required sourcing materials outside the studio.  It is important to note that 
the choice of materials and their material properties challenge the notion of 
temporality. It would have been too easy to implement materials that easily 
demonstrated flexible configurations and captured transitional space. The use 
of more permanent materials such as plaster demonstrates this challenge. I 
implemented these materials in ways that emphasized a provisional, temporary 
condition, allowing the fragments to remain open.
The techniques implemented vary from being cast, modeled, carved, extruded, 
removed, added, traced, layered, projected, assembled, upholstered, 
inherently adopting iterative, mimetic and interpretive processes within 
varying degrees. This is also emphasized in the actions of manipulating the 
material, cutting, sanding, stitching, fixing, etc. Tools and “material processes 
come to light in the context of” Martin Heideggers “concept of handability.”58 
Tools are no longer regarded as the means for attaining completion, but are 
active in generating the projects.59 
Various tools have been used throughout, ranging from an eclectic60 mix of 
hand tools and power tools. I consider tools to be an intrinsic a part of the 
process of making “The hand is no longer a hand when it has taken hold of the 
hammer, it is the hammer itself, it is no longer a hammer, it flies transparent, 
between hammer and the nail, it disappears and dissolves…the hand and 
thought…. disappear in their determinations.”61 The camera is also used as 
a process for recording activity and construction, and a device for exploring 
spatial, temporal and material relationships activated within projects. I make 
mention of these throughout the chapters. 
Emphasis is placed upon open-ended process and a generative process of 
making. The layers of materiality dynamically unfold, reveal and activate the 
spatial fabric of the projects.
It is through these rather loose areas of concern that I examine and re-examine 
my practice and project work as well as create a reflective lens in and around 
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these ideas. I present them here as a way of initially framing my procedures, 
but my work often digresses and transgresses them. Therefore this chapter 
operates as an introduction into some of the key ideas present in my work and 
the concepts that continually re-surface throughout my practice.
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CHAPTER 2
The Quiet Exposure Of Decay
36
37
The	Quiet	Exposure	Of	Decay
My work, ‘The Quiet Exposure of Decay’ is a photographic enquiry of surface. 
This project is the beginning of the research, the work within has been used 
and referenced throughout the proceeding chapters. The title, as I have 
discussed in Chapter 1, serves as a mechanism for housing and articulating the 
numerous investigations that have transpired within this project. ‘The Quiet 
Exposure of Decay’ is consists of 3 investigations: Observations, Photomontages 
and Projection.     
The project, ‘A Quiet Exposure of Decay’, began with Observations, a series 
of photographs taken that attempt to capture sites that are or seem to be 
invisible. Sites that are either deliberately ignored or remained unseen, imbued 
with a certain irrelevance. More specifically, I was interested in insignificant 
places and objects that we see fleetingly, the things we see all the time, 
marginal surfaces, well known but latent, left to fall by the mind because they 
are not central. 
I began with a road, the roadside, an obstruction, and refuse, they all become 
a place for contemplation. A place suspended but unstable, in a state of 
metamorphosis, uncertain, transformed, disintegrating or preserved, forever 
changing, yet hidden, imprinted in time. The Quiet Exposure of Decay aims to 
record the transient condition of these surfaces whilst capture the possibilities 
of what may be revealed. Refer to Figures 1 – 200.
Prior to this, I had not considered the medium of photography as a possible 
expression of an idea. My relationship with the medium has been limited to a 
means of documentation. At the time I was investigating ideas of place, non-
places and discursive sites, the ungrounded, fluid physicality Miwon Kwon 
demonstrates through tracing discourse and site specificity. I was interested 
in bringing attention to the complexities of subject and object as bound to 
the specifics of place, and spatial transformation. Photographs supposedly 
compress time. It is easy to assume the taking photographs is an act in time in 
which something is snapped out of its own time and transferred into a different 
kind of duration. That whatever is captured in this act lies in front of the 
camera, that “we’re only borrowing the place’s appearance for a little while, 
nothing but its outer skin, its surface”.1 
Susan Sontag wrote in her book ‘On Photography’, “The camera makes reality 
atomic, manageable and opaque. It is a view of the world which denies 
interconnectedness, continuity, but which confers on every moment the 
character of a mystery…The ultimate wisdom of the photographic image is 
to say: ‘There is a surface. Now think – or rather feel, intuit – what is beyond 
it, what reality must be like if it looks this way.” Photographs, which cannot 
themselves explain anything, are inexhaustible invitations to deduction, 
speculation, and fantasy.”2 I became concerned that the snapshot, the most 
immediate form of photographic address, uncomplicated, unstudied, and 
un-staged may become inanimate, lack the vitality, essence of the subject. 
As Thomas Ruff suggested “I make my picture on the surface”3 showing no 
concern for spatial depth or the illusion of depth or the richly nuanced surfaces 
of photography.
Photography, more than any other visual medium, has often been described as 
a trace, impression or index of the real. Susan Sontag wrote that a photograph 
38
is “not only an image (as a painting is an image), an interpretation of the 
real; it is also a trace, something directly stenciled off the real like a footprint 
or a death mask”4 Considering how the photographic image differs and 
deviates from other traditional visual forms in order to determine what is 
unique about it. Susan Sontag believed its status seemed to derive less from 
the photographic end product than from the process of its production and 
was interested in identifying the unique material link between object and 
image as the essence of photography.…….”a  photograph is never less than 
the registering of an emanation (light waves reflected by objects) – a material 
vestige of its subject…..”5
Charles Baudelaire refers to the act of photography as archaeology or time 
imprints. That one is an anthropologist of the memory of the streets, namely, 
that one has the ability to extract from each shred “the mysterious beauty 
unwittingly invested in it by human life”6 
Whilst Marino Ballo Charmet also states there is a clear relationship in her 
work between the image resulting from a wandering gaze of peripheral vision7 
onto the city and experiences. We share a similarity in which the photos work 
on lateral vision. They’re the corners of the city taken from a below view as 
a child walking in the street would see them. Charmet’s photos attempt to 
depict how things are perceived through the eyes of a child. Therefore slightly 
distracted unintentional and rational vision is put into play. They are essentially 
about the out of field part of our perceptive experience seeking to adjust our 
position and relationship.
My investigation was concerned with these ideas. What would occur if these 
objects did become inanimate? Was I investing too much expectation in the 
idea that they would offer illusion of depth? And how would I approach them 
as one of Thomas Ruff’s ‘surface’ images? Some images, for example image 
22 (fig.22) and 23 (fig.23) did seem to lack the vitality and essence of the 
subject whereas the majority of the images did hint of a trace, a material link 
between object, and image. This invariably questioned my perception of these 
images as they shifted from individual status to a collective grouping within the 
photomontages. Would they still remain peripheral both in terms of location 
and seeing?  This lead towards an inquiry into the interstitial. Areas that were 
not so literal, not so easily defined, that were almost non existent, dislocated 
and vastly open to imagination. Places that force one to question, what is left 
behind after a fleeting glance? What is hidden in the most familiar locations?
In an article titled “Caldbria Eden”8 Karen Lohrman and Stephano de Martino 
describe these sites as waiting land. As the state of an area, its surface or 
rather its skin, the skin demands contact in order to ensure they don’t lose 
its senses. Disintegration turns into individual traces adapting and developing 
its identifying existence. This layer is in a constant process of patching and 
restoration. What emerges hardly ever catches the eye. Constantly moving 
towards something missing, towards an absence, where each surface fragment 
almost dissolves upon approach. Forcing indifference, they become traces, 
residing in-between.
I discovered a sense of instability and uncertainty in capturing these subjects, 
as I documented them, they seemed to change. As I was attempting to reveal 
any hidden qualities, they were in a state a metamorphosis of being hidden, 
transformed, or preserved, forever changing. I began to question how to find 
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a way to reveal the actuality of these surfaces. Will the camera be successful 
in conveying what remains mostly unseen? Can it represent interstitial space? 
And is it capable of creating the bewildering unease of what remains mostly 
unseen?
I consciously set out to establish a loose set of constraints. I began by capturing 
the images at the end of the day when the light was low and the shadows 
were enhanced. Most of the images were captured in wet autumn conditions.  
For example, the puddles were captured just after the rain stopped when the 
ground was wet and everything was highlighted by sunlight. I was interested 
in the rendition of the light and its play.  The primacy of light within the 
photographs is used as an analogy to express forms, surfaces, edges and spaces 
that are at one minute fastidious and in another minute broad and pervasive. 
This is demonstrated in the imagery (Fig 1 - 200).
They are abstractions in every sense of the word. A photograph is a fragment, 
a facet that can slip out of one context and into another. I am interested in 
using it as a transitional or liminal interface, as a way of slipping between and 
establishing links and spatial contexts. Photography performs in-between. It 
conjures memory and familiarity demanding a response. Image 126 (fig.126) 
allows this transition. It delicately hovers suggesting interiority and a space 
in-between. There is the suggestion of depth and texture that evokes the 
imagining of future forms.
The spontaneity of the take is very important for to linger for too long the 
image becomes controlled and rational as is demonstrated in image 1 (fig.1), 2 
(fig.2), 15 (fig.15), 16 (fig.16), 17 (fig.17), and 157 (fig.157). Letting oneself get 
carried away by the image and allowing the photograph reveal itself became 
essential.
This established the direction of representing the images in black and white. 
After exploring colour I found the subject became more expressive when 
depicted in tonalities of grey and densities of shade. The positive and negative 
space was enhanced through light and dark creating a spatial depth, illusion of 
depth and richly nuanced surfaces.9
To view the subject in its entirety10, its context, it loses all clarity and takes 
on a whole other purpose, relevance. My interest in using photography is 
not linked to the literal description of things. I was more interested in the 
impression or perceived impression one invests in the image, “the residue 
of the original which advances and retreats in the mind of the viewer.”11 
Choosing to focus in on the subject set the physical limits of the lens.12 
I aimed to reveal the images as something separate from their surroundings. 
Not to capture images from the fullness of reality but rather to construct them, 
to discover their form and their essence through a series of close-ups. (Refer to 
images 1 to 200.)
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Observations
The photographs are captured from temporary durations and vacancies of 
urban spaces. Let me set the scene:
One hour, of a day, of many hours and subsequent days.
The shutter of a camera is muffled by a cacophony of noises. The ebb and flow 
of tires on tarmac, the short sharp bursts of acceleration of cranes hovering 
above shipping containers, the shrill cries of gulls outraged by an intrusion, the 
wavering sounds of a radio from a nearby factory, a car horn, an excited dog 
bark, the drone of a plane overhead, the sliding squeal of tyres on gravel, the 
busy buzz of insects dancing along the waters edge, a piercing deep burst of a 
semi trailer’s air brakes, the soft crunch of feet moving, 
Moving, 
Across worn fissures, cracked, raised concrete pavement, negotiating 
temporary neglected safety fencing, traversing the precarious loose stones 
between the lazy sleepers of disused railway tracks, treading across dry dusty 
dirt leaving a slow settling cloud in its wake. Shifting loose gravel under foot, 
hesitating,
The camera focuses and hesitates,
A cloud of dust rises from a passing truck,
Waiting while it settles, 
The camera focuses, the shutter opens and closes, captures and retains a 
suspended image to memory.
A place suspended but unstable, in a state of metamorphosis, uncertain, 
transformed, disintegrating or preserved, forever changing, yet hidden, 
imprinted in time.
I am concerned with capturing the material residue left in the wake of these 
above mentioned shifting and invisible forces. Surfaces that are or seem to 
be invisible, deliberately ignored or remained unseen, imbued with a certain 
irrelevance. Insignificant places and objects that we see fleetingly, the things 
we see all the time, marginal, well known but latent, left to fall by the mind 
because they are not central. Referring to the limits of conscious perception. 
They deal with a perception what is inattentive, unintentional, without 
direction and not rational. They regard that which is on the edge of the mind, 
peripheral vision.13
Photography has always formed the basis of inspirational reference within my 
work. Colours, tonalities, textures, forms, patterning, discarded objects, natural 
and manmade refuse, structural details. Imagery that can be revisited time and 
time again, always acting as a visual prompt as to the time and place of capture 
and appeal.
Observations are a series of two hundred images, a spacing between the 
opening and closing of the shutter. They operate “as a kind of double exposure, 
in which we can define what we see by what is not there,” they are “an image 
of another space which is both absent and present.”14
Frame 1.  Black forms floating across sheer stretched plastic.  
   (fig.01)
Frame 2.  Continuation of black forms. (fig.02)
Frame 3. The ripples of plastic sheeting pulled tight between 
the heavy forms sinking into the mound. (fig.03)
Frame 4.   Clinging to the side through sheer gravity. (fig.04)
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Frame 5.  Haphazard placement. (fig.05)
Frame 6   Damaged in a sea of shimmering plastic sheeting.  
   (fig.05)
Frame 7.  Dark black shadows highlighting the circular forms.  
   (fig.07)
Frame 8. Dark rimmed forms of tyres precariously clinging to 
the side of an undulating plastic mound. (fig.08)
Frame 9.  Rim embedded. (fig.09) 
Frame 10  Symmetrical white circle upon creased black plastic.  
   (fig.10)
Frame 11  Worn undulating tread. (fig.11)
Frame 12 - 14 The erratic placement, flung together, coupling one 
another, rising up like a fossilised geological rock 
formation. (fig.12, 13, 14)
Frame 15  Upon the ground discarded. (fig.15)
Frame 16  Forgotten. (fig.16)
Frame 17 - 19  First series of considered arrangements. (fig.17, 18,  
   19)
Frame 20.  Horizontal arrangement. (fig.20)
Frame 21 - 22  A rhythmic movement. (fig.21, 22)
Frame 23  Composed. (fig.23)
Frame 24  Vulnerable. (fig.24)
Frame 25 - 26  Second series of considered arrangements. (fig.25,  
   26) 
Frame 27  Momentarily abandoned. (fig.27)
Frame 28  Topiary.  (fig.28)
Frame 29  Leaning. (fig.29)
Frame 30  The mysterious space around and under the subject.  
   (fig.30)
Frame 31  Tonalities of curved forms. (fig.31)
Frame 32  Resting. (fig.32)
Frame 33  Highlighted rims spiralling towards blackness.  
   (fig.33)
Frame 34  Indecipherable markings. (fig.34)
Frame 35  Leaping hoops.  (fig.35)
Frame 36   Choreographed movement of sweeping forms.  
   (fig.36)
Frame 37  A suggestion of interiority. (fig.37)
Frame 38  Bound and precarious. (fig.38)
Frame 39  Interior and exterior divide. (fig.39)
Frame 40  Ephemeral patterning. (fig.40)
Frame 41  Unattainable. (fig.41)
Frame 42  A complex composition of patterning and shadows.  
   (fig.42)
Frame 43  Peering into deepening grooves. (fig.43)
Frame 44  Tangled.  (fig.44)
Frame 45 - 47  Contrasting textures. (fig.45, 46, 47)
Frame 48  Disorienting play of patterning. (fig.48)
Frame 49  Patterning disappearing into depths. (fig.49)
Frame 50  Patterning brought to the foreground. (fig.50)
Frame 51. Fine gravel lifted and moulded by a passing 
vehicle. Light highlighting the raised mounds and 
disappearing into the depths. (fig.51)
Frame 52. Dried flaking mud, set hard, revealing a tracery of 
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fine lace work of tyre tread. (fig.52)
Frame 53.  Two deep double lines cutting across the image.  
   (fig.53)
Frame 54.  A suggestion. (fig.54)
Frame 55.  The ground marked by wispy lines. (fig.55)
Frame 56. The ground marked by tyre imprints. The directional 
sweep of imprints dark against a shimmering 
surface. (fig.56)
Frame 57. On first appearance this image looks the same 
as Frame 15. The image has been zoomed out to 
contain the directional sweep. (fig.57)
Frame 58. First observation: a black calligraphy scrawled upon 
the surface of ground. (fig.58)
Frame 59. Second observation: black calligraphy recessed into 
the surface of the ground. (fig.59)
Frame 60   Third observation: spontaneous delicate markings.  
   (fig.60)
Frame 61 - 62  A hallucinatory wealth of detail. (fig.61, 62) 
Frame 63 - 64  The result of a spontaneous movement of a hand.  
   (fig.63, 64)
Frame 65  Following a trajectory of wear. (fig.65)
Frame 66  Fourth observation: spontaneous markings masking  
   fissures. (fig.66)
Frame 67  Fifth observation: concealing. (fig.67)
Frame 68  The luminous ground almost conceals. (fig.68)
Frame 69  A tracery of angular markings. (fig.69)
Frame 70 - 71  Loose markings emphasised by a vertical line.  
   (fig.70, 71)
Frame 72 - 75  Fanatical descriptive clarity. (fig.72, 73, 74, 75)
Frame 76  Directional. (fig.76)
Frame 77 - 80  White lines emphasised by a dark background.  
   (fig.77. 78, 79, 80)
Frame 81  A landscape of lines. (fig.81)
Frame 82  A scrawled line hovering above two straight white  
   marks. (fig.82)
Frame 83 - 86  Marking separate positions. (fig.83, 84, 85, 86)
Frame 87  Heightened forms. (fig.87)
Frame 88   Heightened forms. (fig.88)
Frame 89  A landscape of lines. (fig.89)
Frame 90  Heightened forms. (fig.90)
Frame 91  Luminous restored lines. (fig.91)
Frame 92   Flowing divide. (fig.92)
Frame 93  Heightened forms. (fig.93)
Frame 94  Painterly divide. (fig.94)
Frame 95  Disappearing. (fig.95)
Frame 96  Suspended. (fig.96)
Frame 97 -98  Sixth observation: subject to erode. (fig.97, 98)
Frame 99  Luminous restored lines. (fig.99)
Frame 100  The possibility of extruding. (fig.100)
Frame 101. An over exposed image of cast concrete pavement, 
marked with a painterly white line sweeping around 
the bottom left corner. (fig.101)
Frame 102. A painterly white line travels across concrete 
pavement, black bitumen, an extruded steel track 
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and bitumen again. Briefly interrupted at each 
material junction. (fig.102)
Frame 103. The same image as per frame 18 except captured in 
a horizontal frame. The painterly white line extends 
up the left side of the frame. (fig.103)
Frame 104.  Concrete pavement marked with a curved white line 
sweeping from the centre to the right carrying the 
eye away from the image. The painterly overspray 
fading into a sharp edge. (fig.104)
Frame 105.  Frame 20 in captured in portrait mode. (fig.105)
Frame 106  Undifferentiated ground. (fig.106)
Frame 107  Undifferentiated ground. (fig.107)
Frame 108 A horizontal line and a vertical line externally 
crossing a fine grid mesh. (fig.108)
Frame 109  Square grid mesh brought to the foreground.  
   (fig.109)
Frame 110  Lines subtlety moving to the bottom edge of the  
   frame. (fig.110)
Frame 111  Foreground and background merging. (fig.111)
Frame 112  Safety barrier mesh overlayed upon a black   
   background. (fig.112)
Frame 113  Looking beyond. (fig.113)
Frame 114  Looking closely. (fig.114)
Frame 115   Appearing in the foreground. (fig.115)
Frame 116  Overlayed transparency. (fig.116)
Frame 117  Paper thin. (fig.117)
Frame 118  Almost an illusion of transparency. (fig.118)
Frame 119  Residing between two layers. (fig.119)
Frame 120  Constraining. (fig.120)
Frame 121  Floating. (fig.121)
Frame 122  Textural tracery encompassing the illusion of  
   thickness. (fig.122)
Frame 123  Looking beyond the surface. (fig.123)
Frame 124  Moving between empty spaces. (fig.124)
Frame 125  The junction between curving forms. (fig.125)
Frame 126  Delicately hovering suggesting an interiority.  
   (fig.126)
Frame 127   Undulating tracery. (fig.127)
Frame 128  Delicate lacework blurring in the foreground.  
   (fig.128)
Frame 129 – 132  A subtle suggestion of form. (fig.129, 130, 131, 132)
Frame 133   Directionless. (fig.133)
Frame 134  Clearly above the surface. (fig.134)
Frame 135  Unbounded. (fig.135)
Frame 136   An illusion of depth. (fig.136)
Frame 137   Seeming unreal. (fig.137)
Frame 138  Clearly upon the surface. (fig.138)
Frame 139 - 141  Defined height and depth. (fig.139, 140, 141)
Frame 142  A sense of disappearing. (fig.142)
Frame 143   Overly textured. (fig.143)
Frame 144  Alluding to depth. (fig.144)
Frame 145  Overly textured. (fig.145)
Frame 146 - 148  Erratic placements. (fig.146, 147, 148)
Frame 149 - 150  An even distribution. (fig.149, 150)
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Frame 151  Highlighting depth. (fig.151)
Frame 152   Dreamlike space. (fig.152)
Frame 153  Highlighting height. (fig.153)
Frame 154  The suggestion of a deep divide. (fig.154)
Frame 155   Suspended in a luminous ether. (fig.155)
Frame 156  Soft loose forms. (fig.156)
Frame 157  Out of place. (fig.157)
Frame 158  A suggestion of constraining. (fig.158)
Frame 159  Water and sky connecting in an almost seamless 
continuum. (fig.159)
Frame 160   Material objects within it. (fig.160)
Frame 161 - 162  A suggestion of porosity. (fig.161, 162)
Frame 163  Containing. (fig.163)
Frame 164  A retreating trajectory into depth. (fig.164)
Frame 165  Porosity. (fig.165)
Frame 166  A suggestion of depth, a suggestion of height.  
   (fig.166)
Frame 167  Flat disks upon the ground. (fig.167)
Frame 168  A defined space between. (fig.168)
Frame 169  The divide dissolving. (fig.169)
Frame 170  A circular formation of fine gravel. (fig.170)
Frame 171  Light refracting above shallow puddles. (fig.171)
Frame 172  A suggestion of trace. (fig.172)
Frame 173  Housing an object. (fig.173)
Frame 174  Almost empty. (fig.174)
Frame 175  Revealing the inner texture. (fig.175)
Frame 176   Material objects within. (fig.176)
Frame 177  Clearly defined height and depth. (fig.177)
Frame 178  A disorientating surface. (fig.178)
Frame 179  Revealing the inner texture. (fig.179)
Frame 180  Rough surface texture.  (fig.180)
Frame 181. Three soft blue stone forms juxtaposed by the litter 
of mulched timber. (fig.181)
Frame 182. Close-up of blue stone guttering. Dark hollows 
contrasted by light highlighting the top face. 
(fig.182)
Frame 183.   Granular trace of the original. (fig.183)
Frame 184.  Approximately 21 blue metal stone of various 
shapes, fuzzy angular faces, the black soil visible 
between. (fig.184)
Frame 185.  A few larger blue metal stones intermingled 
between fine gravel. The large obscure light 
grey shapes, like floating islands are individually 
surrounded by speckled shades of charcoal grey. 
(fig.185)
Frame 186. Pixelated flattened image of stones pushed into soil. 
Their faces almost indiscernible from the soil they 
co-habit. (fig.186)
Frame 187. A close up of frame 4. Flattened and slightly out 
of focus it takes on the appearance of a painterly 
detail. (fig.187)
Frame 188. A similar frame to Frame 3. Zoomed out, the tonal 
shades are sharper, revealing the imbedded stones 
protruding above the ground. (fig.188)
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Frame 189. Stones compacted together, the higher shards, faces 
and angles highlighted and contracted against the 
darker spaces between. (fig.189)
Frame 190.  Contrasting smaller angler and worn shapes.  
   (fig.190)
Frame 191. Embedded stones, the larger faces starkly lighter 
in tone, suggesting the angular faces are dry in 
comparison to the shiny wet stones and edges 
intermingled. (fig.191)
Frame 192 - 200. Bitumen broken, pushed up, crumbling, neglected. 
The compacted crumbling surface reaching out from 
thick dividing crevices into a fine lace work, abruptly 
terminated or softly disappearing. (fig.192, 193, 194, 
195, 196, 197, 198, 199, 200)
“When nothing arrests our gaze, it carries a very long way. But if it meets 
with nothing, it sees nothing; it only sees only what it meets. Space is what 
arrests our gaze, what our sight stumbles over: the obstacle, bricks, an angle, a 
vanishing point.”15 These observations look more than just at George Perec’s 
obstacles, bricks, and angle. They were places where the raw qualities and 
processes of their transformation were visible, an exchange between opacity, 
transparency, surface and depth… The photographs physical surface evaporates 
into the images depicted depth, transforming the prints opacity into a 
transparent window. As Roland Barthes16 argued, the photography pivots 
between obvious and associative or symbolic meanings. 
Many of the images were captured in colour. I began by printing out a proof 
sheet of the images, printing them as they were captured either in colour 
or black and white. I decided that the high quality photographic print was 
not going to be acceptable for these ‘residual’ images. They demanded to 
be printed on a medium that was sympathetic to their situation. I settled on 
adopting the halftone effect of newspaper pictures that zerox photocopiers 
are capable of mimicking, the faded and subtle qualities of bleeding ink, 
especially when the ink is running low in the machine. I find a mysterious 
depth in the grey half tone pixelated appearance of newspaper photographs.  
I could achieve this by adjusting the tonalities of the ink, by way of saturating 
and over and under exposing the image. I very soon discovered that the black 
and white images allowed a more evocative reading and proceeded to re print 
all the images. Each image was printed A3 size 210 x 295mm their orientation 
determined by the image itself. The size allowed a tactility and demanded 
attention inadvertently throwing up a number of questions:
•	 What should I do next with this subjective accumulation of 
photographs?
•	 Should they remain as a graphic source filed away on the computer 
for future reference?
•	 Do they actually deserve the process of rendering them visible?
•	 How should I approach them? By categorising them according to 
colour, tonal qualities, subject matter, or localities?
•	 What am I looking for in these images? 
•	 What are the images revealing?
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Photomontages
As a way of understanding the imagery, I collectively dispersed all the black 
and white prints across the floor of the studio. Arranging and re-arranging, 
grouping and re-grouping I played with categorising them according to colour, 
tonal qualities, similar subject matter and localities. After an exhaustive process 
of arrangements (fig 201 - 209), a topology of sorts developed. Five layouts 
began to emerge.
1. The first photomontage (fig 210 - 213) comprises of all the images of 
repair to a surface. In this instance the surface of a bitumen road. The marks 
of repairing and restoring are a visual trace of a process. The eloquent flow 
of bitumen on the surface suggests something other than a haphazard 
application. Each of the images are captured at different times of the day, 
therefore the different exposures created a checkered pattern across the 
photomontage. Dark markings are offset by lighter markings where light has 
refracted within the camera. The individual markings collectively suggest 
another narrative. The frenetic line markings creates unrest.
2. The second photomontage (fig 218 - 220) is an arrangement of discarded 
safety fencing, periphery fencing, and barriers. The movement between 
the imagery creates territorial patterns. The spatial contrast between the 
background and the foreground emerges and recedes.
3. Object and materiality is the focus of the third photomontage (fig 223 
- 226). Assembled out of images of discarded tyres and close-ups of their 
crafted textures the arrangement of images mirrors the subject matter. The 
haphazard placement of rotated images and patterning is visually apparent. 
The protrusion of textured close-ups and jumbled mass of tyre images is 
reflective of the manner in which these objects have been discarded. The 
occasional image of tyres ordered reflects the physical grid like layout of the 
photomontage.
4. The fourth photomontage (fig 221 - 222) is concerned with the images 
of gravel offset with images of the worn and fractured surfaces of roads. 
Dark areas in amongst the stones and fractures highlight the lighter areas 
to the foreground. There is certain inertia within the images, except for the 
directional line markings. They suggest an action as well as guide the eye 
around the composition. 
5. The fifth photomontage (fig 214 - 217) began as two separate collages, 
puddles and the reflective surfaces of water. Combined they established 
a dynamic relationship shifting the eye from the contextual images to the 
close-ups, and back again. There is an element of tension, and ambiguity, the 
images lose all reference points, the stillness of the puddles are confused and 
displaced by the obvious movement reflected upon the surface of the water 
close-ups.
Printed on lightweight cartridge paper in grey halftones, the photomontages 
take on the fragility and impermanence of the transient condition of the 
subject matter. The photomontages comprised of numerous individual A3 
prints, joined together on the underside with masking tape, results in 5 
photomontages with dimensions varying from 2 metres wide x 1 metre high. 
The assemblages of these five photomontages were very rudimentary; 
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I was interested in the photograph, presented in ways that emphasised the 
flimsiness, the intermittence of the image. Their durability was not an issue. 
The paper was fragile, susceptible to creasing, tearing and falling apart. Over 
the course of this research I have at times pulled them apart, to refer to a 
image or images at any given moment, then returned it or them to the group a 
little more frayed than before.
To see them together in a group is not to view a composition, however much 
the rhetoric of them, artfully laid out on the floor of the studio would seem 
to invite this, but to see an arrangement that is temporary and open to 
rearrangement. The photomontages are intended to be situated in such a way 
that one is prevented from comfortably standing in front of them and staring at 
them. Positioned upon the ground surface the imagery is devised to stimulate 
memory or encroach on the consciousness as a kind of artificial fictive memory 
of something past and irretrievable. The horizontal position compels them 
to be read from above or from the sides. The aim of this strategy is that the 
photographic images are inserted into the onlookers experience as fleeting, not 
quite real, but glimpsed. Returned to the ground surface they activate quiet 
contemplative looking.
The aim of the photomontage is to create something contingent and 
ephemeral about the collaboration between the subject, the location and the 
way of observing. 
After completing the photomontages I entertained the idea of re-documenting 
the images as they changed over time, disintegrated further or were patched 
or disappeared altogether, I felt a strong urge to go back and re-document 
their further demise. I also reconsidered altering their layouts by creating 
large folding photo essays17 that would slowly reveal as they were unfolded 
and laid out on a floor. The physical action of unfolding would involve a full 
bodily participation and would overly reveal and confront the handler with 
the imagery. After serious consideration I abandoned these two approaches 
and decided that the important aspect of the project was to capture a single 
fleeting moment in time.
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Projection
Another form of viewing the information within the photos was developed by 
projection. Each image was digitally arranged. The arrangement was random; 
sometimes the images related sometimes they did not. The projected imagery 
allows me to analyse and extract visual impetus in a different manner to the 
photomontages. It responded more to the transience of the subject matter.
Each image emerged within the frame of the 16 minute projection, gently the 
imagery bleeds and disappears into darkness morphing into the next image.
Reflection
It was a conscious choice to group certain photographs together rather than 
collate them just as they were recorded. Grouping them assigned the imagery 
a role of borderline thought by regarding the liminal presences within the 
surface of the prints. The arrangements helped to presented the images in 
ways that emphasis the flimsiness and intermittence of the image. A number of 
complexities unfolded within ‘The Quiet Exposure of Decay’: 
•	 They constantly prompted reconsideration. Despite literally being 
flat images laid out on the floor of the studio, they imbued a certain 
tactile quality in the way one looked at them. The scale of the 
imagery, the microscopic and macroscopic framing, forces one to 
focus and consider the surface of the image. They invite imagination,  
fig. 225
fig. 226
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a consideration of presence and absence. They could be moved 
around, re-arranged, traversed (walked across), folded and rolled up. 
•	 The interesting aspect of these photomontages is that some of the 
imagery was investigated further and others were abandoned. For 
instance the second, fourth and fifth photomontages were referenced 
consistently through out the research. Whereas the first and third 
weren’t referenced any further than ‘The Activity of Still Objects’ 
(Refer to Chapter 3). 
•	 Projecting the imagery offered a more transient approach to viewing 
the imagery, but I felt that it lost something in the translation when 
it shifted the imagery from the ground/floor space to the wall. In 
hindsight if I was to project it again I would consider projecting onto 
the floor. This could potentially allow for an evocative viewing of the 
imagery, the use of horizontallity as a mechanism is apparent through 
out the projects.
•	 The arrangements prompted a spatial language, they were an 
immersive experience, feeding the imagination and the eye. The 
presences and absences of the palpable shapes, patterns and textures 
of the imagery provoked an imagining, tracing the complexities of 
the imagery in the mind. Whereas, the ground became an active 
site for the research both as a visual reference and through the 
spatial arrangement and representation of the photomontages. The 
photomontages became a spatial construct that allowed me to see the 
work beyond a collection of individual images.
•	 The light within the imagery expresses a sensitivity to forms, surfaces, 
edges, and spaces that is at one minute fastidious, broad and 
pervasive. A photograph, the image began to operate as a fragment, 
a facet that could slip out of one context and into another “located 
at the juncture between stillness and motion, time arrested and time 
passing.”18 
•	 They make no pretense of being a substitute. They establish a 
particular consistency as a way of seeing and organizing things that 
carries across into the other projects. There is an identifiable design 
sense and a particular feeling that is characteristic of them. The fragile 
construction, teetering on the cusp of disintegration defines a poetic 
that exerts its own claims, distinct from, but supplementary to the 
following projects. 
I use these photomontages as a transitional or liminal interface, as a way of 
slipping between and linking up various ideas throughout the projects. I am not 
interested in duplicating what I see. Instead I use them as a way to go beyond 
the domain of the image as we see it into the place between what we can see 
and what we cannot.
The imagery serves as the foundation for defining surfaces and partitioning 
spaces as a platform or medium for materialising into complex objects, defining 
objects from the flat two-dimensional imagery.
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The Activity Of Still Objects
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The	Activity	Of	Still	Objects
‘The Activity of Still Objects’ are material investigations derived from the point 
of departure of ‘The Quiet Exposure of Decay.’ 
Objects are unlike artefacts or fragments that one may discover from the 
ground. They suggest a past, create and reveal a narrative about their 
presence. They situate themselves in a specific moment in time, still and 
fragile they embody a fleeting train of thought. ‘The Activity of Still Objects’ 
is an archive, a physical accumulation of material fragments that have been 
produced in order to initiate and accelerate mental processes, or on the 
contrary, to arrest them and propel them in a different direction “located at 
the juncture between stillness and motion, time arrested and time passing.”1 
Offering an amalgamation of ideas for further projects to develop.
In pursuit of ‘a material vestige,’ to identify a material link between object 
and image I began to develop a series of material investigations that began 
to interrogate the imagery of ‘The Quite Exposure of Decay’ (Refer to Chapter 
2). What started out as small paper collages or assemblages referred to 
here as ‘Paper musing’ developed rapidly into investigations that I refer to 
as fragments, generative sequences of unfolding material functions and 
fragmentary thought patterns.
The scale of these works was largely attributed to the format of the imagery in 
‘The Quiet Exposure of Decay.’ Generally the size did not exceed more than 420 
x 210mm. 
Paper	Musings
Adopting the same photographic format as the ‘The Quiet Exposure of Decay’ 
I abandoned the collective imagery of the collages and focussed upon the 
individual imagery. Analysing a number of the images, from each of the collage 
groups, through a method of literally cutting into them. The materiality of the 
images were similar to the collages, light weight cartridge stock, printed in 
tonalities of black and white similar to the mat surface of newspaper stock the 
ink fuzzy, slightly bleeding on the edges.
This involved painstakingly cutting; using a cutting blade and cutting board; into 
a zero image, removing the areas of interest at that given moment or in some 
cases the areas of least interest.  What remained was a fragile skeletal stencil 
that I then adopted as a stencil to trace outlines of the forms absent from the 
page. In some instances I repeated this process, in others the remaining outline 
was emphasised or painted out with Indian ink in an attempt to give form to 
void.
The pieces that remained, leftovers from the cut, freed pieces of paper that 
were not discarded. I proceeded to position them upon a background sheet, 
playing with the arrangements. Some were adhered directly within the 
confines of the original stencil, whereas others took on new arrangements, 
their forms shifting haphazardly across the page,2 the printed forms looking as 
if they might roll from the page. It seemed a shame to adhere them to the page 
to fix them in place once again.
I returned the fragile skeletal stencil to the page adhering it down, the stark 
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white background sheet contrasting and highlighting the removed segments. 
The process became laboured and laborious. The fiddly cutting and adhering 
of the images did not allow for spontaneous compositions and analysis of 
the imagery. It was apparent from the beginning that process and materiality 
threw up limitations, and wasn’t capable of conveying the “material vestige of 
its subject”3 as referred to in Chapter 2 ‘The Quiet Exposure of Decay’.
This series of Paper Musings was short lived but instrumental in initiating 
the shift from the two dimensional image to the three dimensional object.  
Resulting in some paper musing’s completed, some only partly executed and 
others abandoned, their individual cut-outs loose and adrift on the page, as if 
the thought process was abruptly interrupted.
fig. 0.1
fig. 0.2
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Fragments	One	To	Six
I was intrigued by the visual effect of the barrier fencing instilled in the 
imagery. The manner in which the tonal qualities of the images enriched the 
spatial aspects, blurring the interiority with the exteriority, the background 
merging with the foreground. I adopted a similar approach to the paper 
musings. Beginning with a photocopied image I developed a stencil, removing 
the space between the flexing fencing. I then traced this directly onto white 
industrial felt. 
The choice of the materials used within this series of works was determined 
by what happened to be lying around in my studio at the time.  Interested in 
the works being quite spontaneous rather than labour intensive as the last 
endeavour I consciously chose to use materials that allowed for quick working, 
an instantaneous way of working through an idea and moving onto the next 
thought.
Industrial felt just happened to be the material I began to work with for these 
pieces.  The quality of the material gave it a thickness and softness, rendering 
it easy to manipulate. The process of cutting with a blade, removing the voids 
between, was just as time consuming, whilst at the same time it was satisfying. 
Slowly shapes and lines began to emerge. The tactile quality of the felt opened 
up a field of possibilities. The felt could be manipulated into numerous 
choreographed arrangements. At the time I wasn’t concerned with how best 
to represent these arrangements. I saw them as expressions of thought that 
needed to be open to further play, but at the same time I saw them as the 
photographic images, arrested and still.
The voids were adhered to clear acetate. Why? It was a way of controlling the 
configuration of them. I felt I was maintaining an honest integrity to the image 
by keeping the placement informed. They were each adhered in the same 
format as the original. Although fixed, the transparent acetate backing gave 
them the illusion of independence, allowing them to be viewed from above or 
below.
The felt positive was unattached, open to any number of configurations. It 
could rest between the voids, its outline snuggly coupling the voids; or it could 
disentangle itself from between the voids, to configure itself above; or simply 
remain separate wrapping and folding in and over itself.  By allowing the felt 
to remain unfixed, it opened the possibility for further play and opened up a 
further spatial dialogue between the physicality of the two fragments.
Each of the fragments were directly derived from Chapter 2 ‘The Quiet 
Exposure of Decay’:
Fragment 1 (fig.1) was a derivative of image 126 (fig.126)
Fragment 2 (fig.2) was a derivative of image 124 (fig.124)
Fragment 3 (fig.3) was a derivative of image 121 (fig.121)
Fragment 4 (fig.4) was a derivative of image 111 (fig.111)
Fragment 5 (fig.5) was a derivative of image 122 (fig.122)
Fragment 6 (fig.6) was a derivative of image 122 (fig.122)
Fragments 1 to 6 began to extract elements of the imagery, through a process 
of selectively removing elements, copying them, cutting and separating them, 
again to faithfully re position them back in their original arrangement awaiting 
further activity.
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Fragments	Seven	To	Ten
Fragments seven through to ten (fig.7-10) adopted the same approach as one 
to six. But this time they were fabricated out of black industrial felt. At the time 
it was a conscious decision to use a darker tone to reflect the material qualities 
of the worn dark treads. I don’t think this was successful, the parallel was 
too obvious and the flatness of the felt seemed to absorb the light losing all 
sense of form. From this point on I consciously decided to render all fragments 
white in attempt to provide them with a neutral register free from all traces of 
translation and perceptual interference, refer to the discussion at the end of 
Chapter 1 (Section1.2).
Each of the fragments were directly derived from Chapter 2 ‘The Quiet 
Exposure of Decay’:
Fragment 7 (fig.7) was a derivative of image 46 (fig.46)
Fragment 8 (fig.8) was a derivative of image 48 (fig.48)
Fragment 9 (fig.9) was a derivative of image 7 (fig.7)
Fragment 10 (fig.10) was a derivative of image 50 (fig.50)
fig. 7
fig. 8
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Fragments	Eleven	To	Seventeen
Dissatisfied with the effect of the preceding four fragments I decided to directly 
cast the patterning of the geometrical treads4, pouring molten modelling 
wax into the grooves. Waiting for it to cool, before gently prising the wax 
from the rubber. The first attempt did not release, in all subsequent efforts 
I used a release agent.  What resulted was a positive of the negative of the 
photographic image. The thread bead was extruded defining its patterning. 
The wax fragmented forms (fig.11-13) captured the imprint, they became 
preserved, not unlike the imprints left on a wet muddy dirt road. In a similar 
way that dirt imprints eventually turn to dust, these fragments (fig.11-12) 
fragmented further and literally fell to pieces within the studio over the 
course of many years. Disengaged from their original formation, their multiple 
disassociated parts seem to be content.
I began using modelling wax for these pieces as the fluidity of the material 
allowed it to penetrate and fine grooves and indents. The colour was not 
desirable but at the time I was considering to further cast these fragments in 
aluminium. Although the wax was quite malleable and capable of expressing 
my material thoughts, it was at the same time brittle, very susceptible to 
falling apart and in hot weather completely relaxing it shape. Originally this 
caused me great anxiety, I was not willing to nurse these fragments storing 
them in the fridge and rushing them back out again. I gradually accepted that 
they would not remain stable unless I cast them, which I was not ready to do 
at this point in time. I gradually accepted the transitory state of the material 
and its impermanent nature. As the research projects developed they became 
neglected.  Years of sitting in the studio most of the waxes from this project 
fig. 10
fig. 9
74
gradually changed, falling apart or distorting, revealing further complexities 
as demonstrated in fragments eleven to thirteen. Despite the frustrating 
complexities of using wax, I had to accept these fragments were in a constant 
state of existing in-between. 
I decided to pursue this same process in another material, white modelling 
clay. It was relatively unstable in its wet form but once dry it was almost 
indestructible, within reason. It allowed for a quick process of materially 
working through ideas. Figure 14 - 17 shows numerous fragments in which 
the material has been pressed into treads and released, revealing the smaller 
details of the bead. It was not as flexible as the wax and was susceptible 
to breaking when removing from the beads. It did however provide a rigid 
material base on which the bead could be transcribed. Why I felt this was 
necessary, perplexed me. I believe I was grappling with the notion that there 
was no value in these fragments if they were not stable. As it turned out the 
modelling clay was not as robust as it seemed. These fragments were also 
partial to falling apart.
fig. 12
fig. 13
fig. 11
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Fragments	Eighteen	To	Twenty-Four
After working with the wax, I readdressed fragments one to six. Through 
applying this material I saw the potential for these fragments to materially 
reflect and express the frozen spatiality within the original imagery. Fragment 
eighteen (fig.18) was the first of this series. Modelled directly from wax, its 
form was contrived and ridged. A slight wave was formed across its length, 
through a process of melting and cutting away the softened wax, gave it an 
appearance of fluidity. Despite the thickness and solidity of the structure it 
completely crumbled, these images are all that remains, the wax was collected 
and re-melted.
Fragments nineteen to twenty-three (fig.19-23) all were modelled upon 
fibrous modelling paper.  A process of overlaying the stencil, tracing the 
outline, cutting away the area not required, immersing the fibrous paper into 
molten wax, removing the paper to drape over and around forms of various 
shapes and sizes (generally odd pieces of timber and foam lying around the 
workbench). Both fragment twenty-one (fig.21) and twenty-two (fig.22) were 
hand held in position until the wax cooled enough to for their twisted forms to 
support themselves. Modelling wax was then applied to the surface layer by 
layer with a brush and hot knife until a thickness was achieved, I would then 
carefully work the wax with a hot knife to achieve a smooth surface. These five 
fragments collectively demonstrate the process, both nineteen and twenty are 
raw they have only just been dipped in wax, twenty-one and twenty-two have 
been dipped and layers of wax have started to be diligently applied, whereas 
twenty-three (fig.23) has had its layers applied and smoothed, it waits for 
further process. 
Fragment twenty-four (fig.24) stands out on its own, using stencilled industrial 
felt. I have purposely left some areas uncut, the stencilled ink outline still 
prominent. I then proceeded to brush on a highly toxic felt stiffener product. 
The damp felt was then draped over plastic balls of varying diameters, 
and allowed to dry in subtle undulating waves. I found the method very 
satisfying. The quickness in capturing a thought process, and simplicity of 
two-dimensional felt suggesting three dimensional form. Mirroring a similar 
outcome as fragments eleven to seventeen, twenty-four has now lost the 
immediacy of its initial forming. The stiffness of the felt eventually softened 
from exposure to moisture in the air, disclosing the materials inability to 
remaining ‘fixed’. 
Another interesting outcome discovered was that the fragments viewing 
orientation varied.  The fragments were not fixed in a specific position, 
from assuming a standing pose to sections of the curved skeletal structure 
connecting with the ground plane. They negotiated a number of fluctuating 
orientations from materiality to positioning; both these orientations were 
discussed within Chapter 1 (Section 1.2).
fig. 18
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Fragment	Twenty-Five	to	Thirty-Eight
Fragments twenty-five to twenty-eight (fig.25-28) adopted the same process as 
one to six, releasing areas of the felt, refixing and allowing one layer to remain 
detached.
The tonality of the imagery suggesting a softness and roundness to the 
forms of the stone, whilst at the same time a depth between their individual 
placements. This prompted the extrusion of these images for fragments 
twenty-nine to thirty-one (fig 29 -31). Following the same procedure of creating 
the stencils, overlaying and tracing onto modelling foam5, the voids this time, 
the areas around the stone forms, were removed using a knife. The stone 
like shapes were either left with square hard edges or they were sanded, and 
then fixed onto an acetate sheet. The in-between fragment could remain 
independent6 or sit snuggly between the stone forms. In the cases where the 
stone form edges were sanded smooth, the placement of the hard edges of the 
in-between layer would create a contrast.
Dissatisfied with the effect of the felt stencils in twenty–five to twenty-eight. 
I decided to separate and re-orientate the stencils. Cutting multiple felt stencils 
I then overlayed the in-between areas back upon itself as represented in 
fragment 32 (fig.32). The top felt clinging to the underfelt, a slight undulation 
of form occurring where the felt overlaps. Fragment thirty-three (fig.33) is an 
inversion of fragment thirty-two. The pieces that were removed from fragment 
thirty-two were arranged onto the acetate in the corresponding formation of 
‘the in-between areas’. Fragment thirty-three consists of two identical layouts 
on acetate.  When laid directly over the other a slight shadowing becomes 
apparent. Rotating the top layer around, the flat felt forms create a dynamic 
relationship with the forms residing on the bottom layer.
Fragment 34 (fig.34) was instrumental in creating a direction for the following 
fragments.  From the image 197 (fig.197- Refer to Chapter 2) I chose to remove 
a meandering collection of stones, carefully cutting the paper. The removed 
pieces of paper served as the stencils. There were twelve in total. Each stencil’s 
outline was traced onto a small piece of timber7, cut from the timber using a 
scroll saw and finished off on a table sander. The heights of the fragments were 
adjusted by removing the unwanted timber on the sander. After spray painting 
their surfaces in a matt white finish, they were arranged back upon the image 
in the original positions, the white stone like forms protruding up out of the 
ground plane. The white hard edges starkly contrasting against the tonal 
softness of the image.
Fragments thirty-five to thirty-eight (fig.35-38) all were modelled in wax in 
an identical manner as fragments nineteen to twenty-three (fig.19-23) were 
modelled.
The stencil of fragment thirty-five (fig.35) is felt. Dipped only once in wax it 
is caught in a transition between processes. The fibrous qualities of the felt 
penetrated by the wax are overtly obvious. The remaining fragments, thirty-
six to thirty-eight (fig.36-38) are modelled using a fibrous investment paper. 
This paper does not fall apart when dipped and the surface allows for a 
more controlled distribution of wax in the build up of layers, whereas the felt 
disintegrates if you are not quick enough and requires a thick build up of wax 
to cover the irregularities within the folds of the surface. Fragment thirty-six 
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(fig.36) is caught in the same transition as thirty-five.  
Fragment thirty-seven (fig.37) appears resolved. Layers of wax have been 
built up and the surface smoothed by rubbing it with a hot spoon and then 
gently rubbing with a soft cloth soaked in mineral turpentine. Its process is 
suspended. It hovers above the ground surface raised on three points, it’s 
process deferred. Fine cracks have appeared within its structure lending it a 
fragility, alluding to the possibility of a future process in a direction that may 
not have been considered.
Fragment thirty-eight (fig.38) was all of these processes. Invested and cast, 
it is now solid bronze. Its materiality is fixed. I intended for it to stand upon 
one end. Through fixing the orientation its suggests the role of an object, or a 
prototype, or model, that some end industrial design use or interior application 
is apparent. It was a revealing process. Allowing the casting process to go 
ahead resulted in an object as such. It was no longer a material or thought 
process. The bronze as a medium suggested permanence, monumentality, 
signifying high art. It no longer seemed to resided in-between. It was awkward 
and I felt awkward with it. I discovered through playing with its orientation I 
could activate a space of imagination. Tipping it over onto its front or back, 
unsettled its permanence, allowing for a brief, ever so brief contemplation of 
the spaces between its materiality. As an afterthought, a possible solution may 
be to re-melt the bronze. 
Each of the fragments were directly derived from Chapter 2 ‘The Quiet 
Exposure of Decay’:
Fragment 25, 32, 33, 35, 38 (fig.25, 32, 33, 35 & 38) was a derivative of image 
189 (fig.189)
Fragment 26, 30 (fig.26 & 30) was a derivative of image 193 (fig.193)
Fragment 29, 31, 36 (fig.29, 31 & 36) was a derivative of image 200 (fig.200)
Fragment 27, 37 (fig.27 & 37) was a derivative of image 191 (fig.191)
Fragment 28 (fig.28) was a derivative of image 192 (fig.192) 
Fragment 34 (fig.34) was a derivative of image 197 (fig.197)
fig. 25
fig. 26
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fig. 38
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Fragments	Thirty-Nine	To	Fifty-Four
I couldn’t resist but approach this imagery in the same way as fragment thirty-
four (fig.34). The concept of these markings literally rising up appealed.  Would 
the marks still carry any referential or formal charge when detached from the 
pictorial surface of the image?
For fragments thirty-nine to fifty-four (fig.39-54) I used the same type of timber 
and process, cutting the individual markings from timber. I carefully orientated 
the timber through the scroll saw blade moved the timber to ensure the blade 
cut directly along the contours of the traced line. The only deviation occurred 
when it came to sanding the intricate areas— this needed to be done by hand.
Midway I decided to use another material, opaque perspex, for fragments 
forty-four to forty-seven (fig.44-47). The choice to use Perspex was driven by 
its opacity, its material appearance. I thought the quality of the material would 
lend itself to reading the fragments differently. As I only had 5mm thick sheets 
available, I laminated them together using a suitable adhesive.  Overlaying a 
stencil cut from images fifty-nine and sixty-four (Refer to Chapter 2), tracing 
the outline of the calligraphic markings they were slowly cut on a scroll saw.  
This was a laborious process. The perspex continuously became so overheated 
it managed to re-meld itself back together where it was previously cut.8 The 
build up of the white opaque layers didn’t offer a different visual reading, if 
anything the material added a softness to the structural form. The material 
transformations seemed to be out of my control. After the blade finally cut 
through the last section. The fragments were then sanded on a belt sander and 
finished off by hand using a fine wet and dry sandpaper.
Although detached these extruded markings quite directly referred to the 
rectangular flat image. Their orientation was limited; they could only really be 
positioned in one vertical configuration without awkwardness. Their movement 
was horizontal; they appeared to activate a space upon the ground surface.
Each of the fragments were directly derived from Chapter 2 ‘The Quiet 
Exposure of Decay’:
Fragment 39 (fig.39) was a derivative of image 73 (fig.73)
Fragment 40, 41 (fig.40 & 41) was a derivative of image 92 (fig.92)
Fragment 42, 43 (fig.42 & 43) was a derivative of image 99 (fig.99)
Fragment 44, 45 (fig.44 & 45) was a derivative of image 64 (fig.64)
Fragment 46, 47 (fig.46 & 47) was a derivative of image 59 (fig.59)
Fragment 48, 49, 50 (fig.48-50) was a derivative of image 85 (fig.85)
Fragment 51 (fig.51) was a derivative of image 68 (fig.68)
Fragment 52, 53 (fig.52 & 53) was a derivative of image 72 (fig.72)
Fragment 54 (fig.54) was a derivative of image 100 (fig.100)
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fig. 44 + 45
fig. 40 + 41
fig. 46 + 47
fig. 42 + 43
fig. 48 + 49 + 50
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Fragments	Fifty-Five	To	Eighty-One
Originally I took a different approach with this series of fragments. Imagining 
the form of the puddle under the reflective surface in image 165 (fig.165 
Chapter 2) I began by recreating the structure using wire mesh. Once shaped I 
then mixed up a product called Winterstone9 and applied it to the mesh, a very 
basic method of modelling a form.
I repeated this process for fragments sixty-five (fig.65), sixty-six (fig.66), and 
sixty-seven (fig.67). Sixty–five and sixty-seven both have areas missing, empty 
areas within the modelled forms. The material was unforgiving, difficult to 
apply and extremely hard to sand. Wire mesh is visible upon the edges. Visually 
they are very rudimentary, and demand more refinement. There is something 
revealing about these pieces in regards to the difficultly of applying the 
material. I had little control once the Winterstone set. It was literally as hard 
as stone allowing only a small window of opportunity to work the material. 
I was not concerned with directly controlling the material but I did require a 
material that allowed flexibility that could be manipulated, carved, or modelled 
with a certain amount of ease. Winterstone was labour intensive; I sought an 
alternative material approach.
Collectively these fragments have the quality of shattered bone,10 
anthropomorphic in their structure they seem to suggest other references,11 
other the images. Working within the parameter of the material (30mm thick 
timber), timber forms were released – cut upon the scroll saw. Each fragment 
was then modelled12 upon a table sander, repeatedly guiding the top surface 
around, removing unwanted timber until a smooth form was achieved. 
I repeated this process for fragments fifty-five (fig.55), fifty-seven (fig.57) to 
sixty-two (fig.62), seventy-three (fig.73), seventy-five (fig.75) and seventy-seven 
(fig.77). Each of these fragments became an imagined positive of the reflective 
receptacles, the puddles.
This process was not dissimilar to the extruded calligraphy fragments thirty-
nine to fifty-four (fig.39-54). I felt this process could be taken further with 
these fragments, by simply extruding them, they appeared to be a faint echo 
of the former images. After some deliberation I decided to literally turn them 
back upon themselves, to make them receptacles. A shell of the receptacle. I 
moulded modelling clay around the curved surface of each of the fragments 
fifty-five (fig.55), fifty-seven (fig.57), seventy-three (fig.73), seventy-five (fig.75) 
and seventy-seven (fig.77). The modelling clay took approximately twenty-
four hours to dry hard. After 12 hours it was firm enough to full support itself, 
and was released from the timber form.13 Fully dried, each fragment was 
then gently sanded first on the belt sander to remove the finger marks and 
roughness, and then by hand using a few select grades of sandpaper, until 
the outside was almost a direct contour of the inside. The base, or what I had 
presumed to be to base, was then sanded flat.
Whilst these fragments were being sanded, more clay was moulded around 
the timber forms and allowed to dry. I was not as careful with fragments sixty-
three (fig.63), sixty-four (fig.64), sixty-eight (fig.68), sixty-nine (fig.69), seventy 
to seventy-two (fig.70-72), and seventy-nine to eighty-one (fig.79-81). A replica 
of seventy-eight (fig.78) shattered into three pieces therefore constituting 
three new fragments: seventy-eight (fig.78), seventy-nine (fig.79) and eighty-
one (fig.81). Hair-line cracks developed within the surface of the fragile 
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material, therefore completely parting, breaking whilst sanding.
The interesting outcome of these fragments shattering was that once the 
separated parts were sanded they became independent. They no longer 
needed to be associated and were capable of standing alone. Abandoning all 
reference to their origin.14 Unlike the timber forms they were a shell rather 
than the surface for another shell to encase.15 They were a result of one type 
of method, modelling the clay onto the timber surface and then immediately 
reversing it in the next. The concave side, the side that had been moulded 
against the timber form, is sanded smooth denying any trace of this method. 
Originally each of these fragments were laid out in an organised arrangement 
married up to the corresponding image. Fragments sixty-three (fig.63), sixty-
four (fig.64), sixty-eight (fig.68), sixty-nine (fig.69), seventy to seventy-two 
(fig.70-72), seventy-nine to eighty-one (fig.79-81) were not so choreographed. 
Appearing like sea smoothed shards of broken white bone china16 they 
appear to be celebrating the fragmentation of their forms. The multiple 
arrangements, turned down or rolled over revealing its inner face, demonstrate 
an interchangeable process of opposites occurring. A similar evolution 
occurred with fragments seventy to seventy-two (fig.70-72) they are a replica 
of seventy-three (fig.73). Sixty-three (fig.63) and sixty-four (fig.64) are a replica 
of fifty-six (fig.56). And sixty-eight (fig.68) and sixty-nine (fig.69) are moulded 
from the timber fragment fifty-seven (fig.57). The smooth chalky white forms 
abandoning all reference to their origin.
Each of the fragments were directly derived from Chapter 2 ‘The Quiet 
Exposure of Decay’:
Fragment 55 to 69 (fig.55-69) was a derivative of image 165 (fig.165)
Fragment 70, 71, 72, 73, 74 (fig.70-74) was a derivative of image 166 (fig.166)
Fragment 75, 76, 77, 78, 79, 80, 81 (fig.75-81) was a derivative of image 177 
(fig.177)
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fig. 55, 57 - 62
fig. 63 + 64
fig. 56 + 68
fig. 65, 66 + 67
fig. 58, 59, 60 + 61
fig. 69
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fig. 70, 71 + 72
fig. 77 + 75
fig. 73
fig. 78 + 76
fig. 74
fig. 79, 80 + 81
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Reflection
This series of fragments negotiates the role of making whilst questioning the status 
of the object and its relationship to the image. The work is a function of the available 
material, its properties and revisualization of the action happening when shifting 
from a flat-sheeted image into a partial object. 
The process of looking at a photograph, is internal, the extraction of information 
remaining in the mind, whilst physically we remain external. These fragments 
are in a sense a manipulation of this internal occupation. Emphasised by formal 
compositions, slightly casual but generally always composed, the fragments start out 
by emulating the photographic aesthetics, and then begin to demand a presence of 
their own. They encourage ‘a kind of looking’ that I discuss in Chapter 1 (Section 1.2). 
These fragments began as a process of ‘play’ or perhaps they could be considered 
a way of ‘fooling around’ in reference to Lewitt’s comments on the process of 
Hesses work in Chapter 1 (Section 1.1), using the imagery from ‘The Quiet Exposure 
of Decay’ (Refer to Chapter 2) as a starting point in which to begin material 
explorations. Most of the processes cutting, tracing, extruding, manipulating, 
rearranging, carving, moulding, sanding, laminating, layering and painting became 
complex displays of repetition and variation, as I have discussed in Chapter 1 
(Section 1.2). ‘The Activity of Still Objects’ examines and re-examines the vastitude 
of imagery through a process of looking closely and attempting to extract the hidden 
complexities of the image (Refer to Chapter 2 ‘The Quiet Exposure of Decay’).
A number of complexities unfolded:
 
•	 A repetitive process of making and hands on approach was established with 
the Paper musings and carried through the project.
•	 An element of control was evident, especially in regards to trying to contain 
fragments one - six by adhering them to acetate, which seemed to reflect 
my oscillating preoccupation with their status (Refer to Chapter 1 Section 
1.1).
•	 Materiality was unpredictable, in attempting to extract elements from 
the imagery, qualities within the material would change, for instance the 
surface of fragments developed hair-line cracks and sheered off into new 
fragments, as occurred, in fragments fifty-six to eighty-one and fragments 
sixty-three to eighty-one, the immediacy of its initial forming would shift 
as in fragments eighteen to twenty-four. Sometimes the material choice 
was unsuccessful (Refer to fragments seven to ten), and I would change 
materials.
•	 The arrangement of the fragment counteracted the notion of the 
permanent status, its physical orientation and role.17 Inverting, separating 
and re-orientating was an instrumental process in exploring the fragments 
throughout the project (Fragments twenty-five to thirty-eight).
•	 Some of the work hovers between, almost appearing resolved, for instance 
fragments thirty-seven, alluding to the possibility of a future process in a 
direction that may not have been considered. 
•	 Fragment thirty-eight suggests permanence and monumentality that 
counteracts the notion of in-between. 
•	 Processes elicited different outcomes Fragments thirty-five to fifty-four and 
fifty-five to eighty-one literally rise up. These fragments are instrumental in 
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shifting any referential or formal charge from the pictorial surface of 
the image (Chapter 2 ‘The Quiet Exposure of Decay’). The result of this 
shift from the image suggests new forms and references. Fragments 
fifty-five to eighty-one began to move away from the surface as I 
discussed in Chapter 1 (Section 1.1), its shell like forms suggesting a 
space as a medium for expressing interiority and exteriority.
•	 Introducing this project I referred to the body of work as an archive. 
I use this term loosely. I view them as individual fragments that 
operate alone and collectively. They retaining the patterning and 
shifts in the thinking and material processes surrounding the making. 
They sit long side Herzog and De Meuron’s collection of ‘waste’ and 
Orozco’s ‘Working Tables’ (Refer to Chapter 1 Section 1.1) hovering in 
a precarious state.
I felt that I had exhausted this process of looking, the material extraction of 
images, and I needed to take the research in another direction. The inability 
of the material to stay ‘fixed’ was constantly arising within ‘The Activity of Still 
Objects’. This material action, potentially offered another space for exploring 
ideas of in-between.
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Chapter	3	Notes
1 Rosalind Krauss ‘Passages in Modern Sculpture’ NY 1977 Pg.5
2 Reminding me of the loose arrangement of torn papers in Jean Arp’s, Papiers 
Dechires, 1933 
3 Susan Sontag ‘Image world’ in On Photography 1980 Pg. 154
4 I just so happened to have nine tread samples collecting dust within my studio.  A 
leftover from the former life of my studio, it just so happened to be a truck and tyre 
repair centre.
5 Blue Styrofoam
6 It wasn’t until recently that I was reintroduced to this form in an image of Mark 
Newson’s ‘Voronoi Shelf’ 2007.
7 The timber used was Jelutong, a very light hardwood, of medium density. Jelutong 
is worked easily with hand sanding or machinery / tools. It is almost white in colour 
but turns straw coloured on exposure. It is suitable for sculpting, carving, architectural 
models and patternmaking. These timber pieces used were leftover from making 
patterns of furniture components.
8 A reflection on material processes: In hindsight these Perspex fragments would have 
benefitted from being laser cut, which would have resulted in an entirely different 
investigation.
9 Winterstone is a non toxic dry cementitious formulation, with the addition of adding 
water it dries with the strength and durability of stone.
10 I am prone to obsessively collecting bone fragments whenever visiting coastal or 
regional areas.
11 The work of Christine Borland, ‘Conservatory’ 2004 process images or Michele Oka 
Doners ‘Pictographs’ 1970.
12 A process referencing my industrial design practice of modeling components of 
furniture.
13 This particular modeling clay shrinks as it dries, releasing it from the timber mould 
ensured it would not crack.
14 Similar to Alessandro Mendini’s ‘Fake Archaelogy’ 100 shards of vases, or Christine 
Borlands ‘Weakness, Disaster, Old Age and other Misfortunes’ fractured white china 
1992 
15 These fragments were made prior to becoming aware of Eva Hesses ‘Paper mache’ 
forms from 1969. Where my fragments eliminate all reference to the form on which it 
was cast Hesse’s explicitly reveal and reference.
16 Here I am reminded of Christine Borland’s installation “Weakness, Disaster, Old 
Age and other Misfortunes” 1992. The orderly laying out of broken white bone china 
(shattered domestic objects) upon the floor in trim, clean-edged patches, the shards, 
splinters and dust carefully presented within each patch and “Conservatory” (engraved 
small fragmented pieces of weathered porcelain skeletons) still recognizable but wishing 
to abandon their factuality.
17 Here I am referring to the number of possible roles it may have adopted but did not, 
for example, a prototype, or an architectural model. 
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CHAPTER 4
Interventions In A Place
Where Nothing Has Transpired
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Interventions	In	A	Place	Where	Nothing	Has	Transpired
This project work is about objects without a place: the unstable sense of place, 
objects whose forms we recognise through making, materiality, arrangement 
and shifts in scale, but who’s purpose has fallen away. 
Through the process of making, moulding, flattening, pressing, hollowing out, 
cutting, casting, layering, sanding, stitching, remoulding, fragile, temporary, 
permanent, visceral and ephemeral, subtle and nuanced properties of 
materials began to unfold imperceptible layers between things. 
‘Interventions in a Place Where Nothing has Transpired’ explores my patterns 
of incessant making, the works are always in motion rendering a space open 
for further connections. They are spatial experiments comprised of Eighty two 
to Eighty six, 52 Felt Pieces, Paper hanging, Single felt hangings, A Space of 
Release, Casts, Small Ground Fragments, A Moment of Disjuncture, Lifting its 
floor, Floor Pieces, and Leftovers. I explain each of these spatial experiments 
within this chapter.
Eighty-Two	To	Eighty-Six
“I believe there are ‘forms’ to be found within the activity of making as much 
as within the end products.” 1 
Invariably feeling constrained by the physical size of the material investigations 
in Chapter 3, I decided to see how these material investigations may preform 
in a larger format. This sense of feeling uncomfortable with the scale prevailed 
throughout the PhD at different times. I have always naturally gravitated 
towards working at a large scale, sculptural pieces life size or over, furniture 
items at 1:1 scale, and interior architectural fit outs. Large to me always 
seemed to best express the design intention and made visual impact.
These four material investigations are similar to thirty-two (fig.32) and thirty-
three (fig.33) from Chapter 3 ‘The Activity of Still Objects’, except each are 
adhered to Perspex and they are made from a thicker grade felt. Eighty-two 
(fig.82) and eighty-five (fig.85) are a felt tracery of the in-between areas 
whereas eighty–three (fig.83) and eighty-four (fig.84) are the solid shapes of 
the voids. All are mounted on clear perspex 920 x 920mm, the white backing 
is still adhered to the backs of two sheets. Old and brittle it is starting to flake 
at the edges. All four are subject to rearranging, capable of being coupled, 
stand alone, or overlayed. The white backed perspex serving as a background 
in which these actions can take place. The physicality of these actions are more 
demanding than the smaller pieces (thirty-two and thirty-three) requiring full 
bodily participation rather than the simple actions of the hand. The thickness 
of the felt causes a shadowing effect as light falls upon the pieces rendering 
the pieces with a visual aspect of depth. On their own they seem to lack a 
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subtleness of texture and form, as if the enlarged scale has obliterated all 
texture or definition. They are more successful coupled together, a quality 
of depth prevails. The smooth surface of the layer underneath is juxtaposed 
by minute vein like creases in the textured top layer. The transparency of the 
perspex and the form of the felt create shadows allowing a construction of an 
illusion of depth.
Eighty-six (fig.86) is a large cut-out of image 121 (Refer to Chapter 2 ‘The 
Quiet Exposure of Decay’). No stencil was used in the process. I attached a 
10mm thick piece of industrial felt 1400 x 2000 wide to a wall and projected 
the image 121 on the felt. I then adjusted the projection until it extended 
to the outer edges of the felt. Standing to the side of the projection I traced 
the outline directly on the felt with a chalk pencil. Once I completed this, I 
removed the felt and proceeded to cut along the chalk lines using a circular 
cutting wheel. Each square edged cut physically began to emphasize the fluid 
form of the tracing. Slowly as each section was removed by the cut the felt 
began to lose all structure. Folding in on itself it, the flat structural form of 
the felt precariously attempted to restrain the wavering threads of different 
thicknesses that seemed to be revelling in their newfound freedom. At that 
moment I really wasn’t sure what to make or do with this untameable felt 
form. It wasn’t as easily manipulated into different contours, twists and folds as 
the previous material investigation fragment three (fig.3). The intrinsic qualities 
of the material caused the whole piece to collapse in upon itself. 
Laid out upon the ground, the voids where sections were removed, reminded 
me of Rosalind Krauss description of Robert Morris’s felt hangings “the gaps 
become the index of the horizontal vector understood as a force constantly 
active within the vertical field”.2 The gaps appeared active. They seemed to 
make the felt appear as if it was capable of moving across the ground. They 
enlivened the space around, forcing one to interact, to pick up, to drape, to 
heap, to suspend, to hang, to pile, to fold over, to roll up, to twist….
The random piling, stacking or hanging gave the felt a temporary form. 
“Chance is accepted and indeterminacy is implied, as replacing will result 
in another configuration”3. Every time the piece was moved it would take a 
different form. The gravitational pull on the material would alter depending 
upon its position. I became frustrated with the sheer limp bulk of the felt 
and entertained trying to capture a shape, a form through stiffening the felt. 
Embedding and sewing wires along the main body of the felt gave it some 
rigidity and allowed for some manipulation of form to hold its shape for a 
time. But once moved it would never return to that same position. With the 
complicity of gravity, the felt deploys itself freely in space.
It wasn’t till later in the year 2005 that I became re-acquainted with Robert 
Morris’s ‘Felt Works’ from 1967 (Refer to Chapter 1 Section 1.2) and his 
explorations into the idea of sculpture without fixed form, emphasizing the role 
of sculpture in defining a space rather than informing it. I found this concept 
extremely helpful in understanding this group of material investigations and 
‘The Activity of Still Objects’ when applied to the fragment it emphasised the 
role of the fragment as defining space rather than informing it.
Notes:
Eighty-two to eighty-five are all derived from image 189 (Refer to Chapter 2). 
Eighty-six was derived from image 121 (Refer to Chapter 2).
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The following body of works no longer prescribe to a defined image or stencil. 
Plastic stencils were made of images 189, 191, 192, 193, and 200 (Refer to 
Chapter 2). They would remain robust when applied over different materials 
but their defining tracery became illusive and stylised.
These objects acted as speculative propositions. Eighty-two to Eighty-five 
operates on two levels the layering and placement of the felt on perspex allows 
for a very restrained spatial interplay between the felt. For instance the felt 
cutouts adhered to the clear perpex appear as if they are suspended, as if their 
movement is poised. They allow for an imagining. Once the sheets of perpex 
are physically laid against one another they appear to activate a space between 
the shapes. These pieces seem to only perform within the space of the work 
and the space of ones imagination. Their physicality and their relationship to 
surrounding space, in this instance the studio space, is encumbered by the 
ridged physically of the perspex. If the scale was increased this may become 
another situation.
As long as eighty-six remained on the floor the work would appear to organise 
itself in relation to structure, pattern and form. The felt would happily fold 
in on itself defined by the ground upon which it lay. Once the felt was raised 
or suspended, gravity would pull apart its surfaces into gaps of disturbing 
irregularity, scattering the pattern, allowing my imagination to take over. The 
scattered pattern of the felt would disappear activating Krauss’s ‘gap in the 
horizontal field’ as “a force that had been put in play in a move to disable the 
very formation of form.”4 The felt no longer had any point of reference on 
which its patterning could be defined, raised or suspended it hovered in the 
space of the studio.
fig. 82
fig. 82 + 85
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fig. 83
fig. 84 + 85
fig. 83 + 84
fig. 85 + 84
fig. 84
fig. 85
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fig. 86.1
fig. 86.4
fig. 86.2
fig. 86.5
fig. 86.3
fig. 86.6
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52	Felt	Pieces
Again utilising engineering felt, I followed a process of tracing onto the felt a 
stencil of displaced curvaceous forms. Cutting forms from 5mm thick felt. The 
felt is then further dissected and cut into 100 x 100mm squares. Each square 
is overlayed by another, each one original, their placement is random. Single, 
double, tripled or layered many more times, the flat forms create the illusion of 
thickness, the empty areas emphasising the organic outlines of the felt behind 
and enveloped the gaps between the layers. 
52 Felt Pieces demonstrate an improvisational aspect of making, each single 
layer allows for placement to occur and unfold at the discretion of the maker/ 
handler. The tactility of handling, the feather weight lace like cutouts collapsing 
in the hand resume a delicate structure when gingerly laid upon another. The 
overlaying began to conceal areas that were open and apparent, a reversal of 
the process of extracting and cutting areas away. Overlaying forces interaction, 
drawing the eye in and activating the imagination.
52 Felt Pieces establishes a fundamental change in the thinking processes 
behind the making of the work as compared to ‘The Activity of Still Objects’. Up 
until this point I was focused on the material properties and their resonances 
with my working method and the image I was attempting to extract or 
abstract. 52 Felt Pieces begin to address the building up of spaces. Rather than 
addressing the making of space on an individual scale as previously prescribed, 
they begin to address an interior architectonic space. 
The tactility and softness of the felt yields the viewers gaze. The voids draw 
the eye in, the mind wanders. The process of assembling the surfaces would 
yield further possibilities more than the actions of the hands are capable of 
capturing. 
Directly layered upon a surface, each artefact is made up of horizontal layers. 
Each loosely laid upon the other (fig. 1 - 6). No fixings, no thread, no glue has 
been applied leaving the artefact open to further imaginings, to allow the 
hands to create new material arrangements.
What would occur if I moved the position of my gaze from looking down upon 
the artefact as an object that can be pondered, considered or traversed to 
a one of mutual territory or of having to look up. How does my relationship 
shift with the fragment? Keeping in mind the material constraints and its given 
dimensions I am relying upon the imagining of a form or forms. 
I began to examine the horizontal layouts in vertical planes, configuring the 
felt constructions (no larger than my hand) upon the floor of my studio, lying 
horizontal and standing up. With the aid of a cardboard cut-out of a figure (no 
larger than my index finger) they became tools for reflection and imagining. 
The constricting designating constraints of the horizontal configurations 
seemed to give way to more autonomous fluid form. The unstructured network 
of cutouts defining the multitude of empty spaces seemed to subtlety demand 
a presence whilst at the same time assisted in maintaining a more humbled 
appearance, it creates a barrier but appears more visually acceptable as the 
eye can carry through. The horizontality of the 52 Felt Pieces, were more 
dependant upon the imagination of depth. They offer up various queries of 
interaction. How should one interact? To walk around, to traverse, to move 
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over, up and down their various levels.
In some of the images you will notice a figure5 standing off to the side (fig. 
7 - 12). Comparable to architectural figurines the figure appears to be a 
device, scaling the felts and providing a context in which one could interact 
or apply them.  At the time I was concerned with the outcome of the material 
investigations, I felt a strong desired to contextualise them, confirm them 
by giving them a concrete end use. This marked a significant turning point. 
Recognising the internal struggle to define these objects, obviously originating 
from my practice’s innate drive to resolve. I toiled with the direction of these 
material investigations. There was a degree of anxiety involved in allowing 
these objects to just be, to allow them to reside in a territory of the in-
between, as introduced in Chapter 1 Section1.1.
I believe this territory of the in-between to be without any preconceived ideas, 
resolutions or designs pertaining to the outcome of the 52 Felt Pieces. 
The figure bound these felts up in the ideas of contextualising, its vertical 
stance off to the side encouraged the visualisation of these 52 Felt Pieces 
as architectural models, “in the marginal area between lifelessness and the 
uncanny”6. Layered upon the ground plane these felts could be read as 
sculptural urban installations, or vertically positioned, they could easily suggest 
interior architectonic applications. 
When I now look at the images with the shadowy figure, I no longer perceive 
the 52 Felt Pieces as a closed proposition, but view the figure as offering an 
alternative approach to imagining how these felts may be applied spatially. 
fig. 1
fig. 2
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fig. 3
fig. 6
fig. 4
fig. 7
fig. 5
fig. 8
103
fig. 9
fig. 12
fig. 10 fig. 11
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Paper	Hanging
Eva Hesse described her suspended work ‘Right’ 1969 (fig. 21) as a 
construction less in the terms of material treatments than as a series of linked 
actions: “Climbing around, getting things up, moved about, around and hung. 
Four hands changing, manipulating, changes, things to allow things to happen. 
Suspended hangings, enabling themselves to continue, connect and multiply.”7
Paper Hanging (fig. 1 - 12) was fabricated from a leftover roll of white paper 
within my studio. Rolling the paper upon the floor of the studio, I then 
proceeded to cut six lengths 3 metres long. Each length was stuck together 
using clear packing tape resulting in 3 paper sheets, 3 metres by 3 metres. 
Overlaying the sheets, an outline was traced onto the top sheet and cut out. 
The physicality of the cut became a full bodily action, the scale demanded 
carefully crawling across the sheet removing the circular areas within the 
outline. The pieces removed were placed to the side for further consideration 
at a later date. 
Each sheet had less structure and body than eighty-six. The fragility and 
thinness of the scale of the paper made it difficult to handle. The second and 
third layer was rotated so that the outline of the paper did not match the 
layer beneath. The material flatness seemed to disappear into the floor. I was 
curious to see if the spaces between the paper may be activated if the sheets 
were suspended.  
Each outside edge was reinforced by folding the paper over on itself and 
fixing. This gave the trace more structure. The top edge was folded over a 
length of string with an allowance made for additional lengths either side for 
suspending. Climbing a ladder, lifting the paper to tie string to a structural steel 
column in the studio, descaling the ladder, repositioning the ladder, taking 
the opposite string in my hand, re-climbing the ladder to tie the other side to 
another column. Repeating the process of suspending for the next two sheets, 
then adjusting each one until they visually aligned. 
Tied taut between adjacent columns the paper cutouts floated, hovering as 
if they were capable of standing upright of their own attrition. At first glance 
the paper seemed too light to hang. Almost touching the ground, it gracefully 
displayed the weight of its materiality, holding the irregularities of its surface in 
place. 
There seemed to be two main effects of the work. Firstly the work seemed to 
encourage empathy between the viewer and the materiality. The fragility of 
the material subtly highlighted its creases and folds that were subjected to the 
force of gravity and its material history. And secondly the reliance on gravity 
to determine the final shape of the work, could be seen to be a reliance upon 
chance as emphasized in discussing fragment eight-six (fig.86.1). Each time it 
would be re-hung it would potentially hover in a new way.
Whilst writing up this chapter I went through a process of cataloging the 
works, dusting them off, repositioning them, and packing them into boxes. 
Paper Hanging was rolled up and protected in plastic. When I unrolled it I was 
surprised by its condition, areas were creased; the tape had perished losing its 
adherence to the paper. Attempting to suspend it in this state would surely be 
its demise.
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Suspended the flattened forms appeared to occupy the empty space above 
and below, to the sides and between the sheets activating the space between. 
Hanging loosely in line with another, creating constantly renewed tension, 
active within the object.
Paper Hanging was documented at different times of the day and night, 
during the day it displayed all its flaws, raw and crudely fabricated. At night 
Paper Hanging was visually manipulated by the softness of a directed light 
source. Appearing dramatic the porous forms would hover effortlessly, their 
appearance owing nothing to gravity from the pull of the paper on the stings 
or the weight of the paper between the columns. The architecture of the work 
appeared opaque, a plasticity to the forms, created a deceiving appearance 
of thickness. The light filtering through the voids, the irregular skeletal forms 
obscuring the space, the flow of light caught in the liquid outlines resonates 
with the porous boundaries of Grosz’s architectures. (Refer to Chapter 1 
Section 1.0)
The contrast between the long inviting view and the close-up, became 
intriguing. The closer I moved towards it, the porosity became less 
penetrateable but still allowed a glimpse though and beyond. Walking between 
the paper sheets the different orientations of view created a sensation of an 
environment, neither protective nor obtrusive a construct of opposites, bodily 
enveloping. The unpredictable directions of its lines and the immediacy of 
the material creating an energy that draws one in provoking an imaginative 
response.
As a way of testing the substance of the weight, I mocked up a similar structure 
(fig. 13) in 10mm thick felt as a method of testing how the felt would behave 
suspended. Of course at 450 x 450mm it seemed plausible, but at the same 
scale as the paper I anticipated gravity would play a larger role and the felt 
would sag, droop and warp unable to support its weight.
I entertained the idea of fixing the hanging form, investing numerous 
different types of casting papers, cloths and glass fibers in cement as a way of 
freezing the force of gravity. These material investigations (fig. 14 - 18) were 
fleeting8, their illusive qualities confounded me at the time. Each reacting 
in different ways to the weight of the cement clinging to their fibres, some 
intact hanging rigid, whereas with others strands pulled apart, all form and 
structure disintegrating. Displayed and documented hung up, like pieces of 
cloth drying upon a clothes line they bore an uncanny similarity to Gabriel 
Orozco’s Lintels 2001 (fig. 20) and Mona Hatoumn’s ‘Mobile Home’ 2005 (fig. 
19) displaying objects in an oscillatory state. Similar to the paper they were raw 
and temporary, both containing potential whilst suggesting the possibility of 
their imminent and partial disintegration. Hence denying a space of rest. As the 
viewer I felt I constantly needed to readjust my relationship to it.9 
fig. 1 fig. 2
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fig. 3
fig. 6
fig. 4
fig. 7
fig. 5
fig. 8
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fig. 9
fig. 12
fig. 10
fig. 13
fig. 11
fig. 14
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fig. 15
fig. 18
fig. 16
fig. 19
fig. 17
fig. 20 fig. 21
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Single	Felt	Hangings
How would these illusive forms behave spatially if they were manipulated into closed 
spaces? Once again using felt cutouts, I moulded the flat felt around circular forms, 
wetting, steaming, and pinning to hold the shape, the felt was then painted with felt 
stiffener. Once dry the felts could be unpinned and removed from the circular forms 
to be re-manipulated, re shaped, pulled, and pinched and re pinned.  Using white 
upholstery grade thread, each join, tuck, pinch and overlapped area of the felt was 
cut and rejoined by stitching the matching sections together one by one.
13 felts of various sizes followed this process, each pinned, molded and stitched 
to different extents, unfinished they each individually capture a process of partly 
enclosing the cutout or attempting to enclose, their skeletal shell like forms slowly 
folding over themselves in attempt to capture or activate the space within.
This activation of space is also occurring within the handling and manipulation of the 
material itself.  The steam penetrating between the fibers of the felt, heating and 
swelling the fibers re-programing their memory. Pins piercing, creating minute holes, 
assisting in holding the fiber as it is pulled, stretched, twisted. The thread as a line 
moving and developing in space. Passed through the eye of a needle, doubled up, 
wound around, passed through planes, moving in space, binding, applying fine lines 
of thickened tread, a reminder of the action of making.
Single Felt Hangings (fig. 1 - 12) are similar to the Paper Hanging previously 
discussed, in that they seek a spatial interaction. At a significantly smaller scale they 
appear to articulate the idea of a rudimentary architectural or sculptural shelter, or 
an interior environment. Rudimentary in the sense that they could hardly function 
as shelters, the tracery of the felt functioning as an armature, providing no overall 
covering overhead or below nor the sense of enclosing walls. The porous structure 
extends the possibilities of creating a permeable environment in which the viewer 
can reflect, imagine. 
The structures although stiffened remained soft to the hand. Ranging in sizes, they 
can balance upon the palm of the hand, be arranged upon the ground or suspended 
weightlessly at eye level. After playing with the arrangements upon the ground, 
turning them over and over, exploring ways of inhabiting their skeletal structures, 
how they related to one another I decided to suspend them. In any configuration it 
could be suggested they were purposely composed, their porous structure seeming 
comfortable with any scenario.
Suspended at eye level they demanded occupation. The empty space above, in-
between, and below is full of holes. The gaps between the tracery de-structuring 
their architecture. With no inside, outside, top, bottom, front, or back they still 
manage to articulate bounded environments, forming the kind of spaces that 
compensate for the disruptions of imaginings.
The material shift from white felt to black was largely driven by convenience and the 
availability of materials on hand at the time. The outcome is remarkably different. 
The eye seems to dance upon the surface of the white felts tracing its outlines, 
whereas the black felt (fig. 6 + 12) appears to draw the gaze into its depths.
With numerous possible hanging positions the white Single Felt Hangings twist 
and revolve in the air, whereas the black felts are still awaiting for their moment 
of release from the surface of the workbench, their form unfixed, suspended and 
provisional.
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A	Space	Of	Release
“The sphere was the form that most fascinated her  - peeling off and probing 
parts of it to reveal an interior or slicing it to reveal a strange landscape of 
protrusions.” 10
As suggested with the previous objects, these wax balls were fabricated upon 
the workbench, grounded. They are a perplexing group of objects, essentially 
spherical in form; each through a process of removing wax reveals an internal 
presence. 
Originally intended to be cast in aluminium they underwent a similar 
questioning as to the status of their permanence and monumentality as 
the bronze casting (fig. 38) in Chapter 3 ‘The Activity of Still Objects’. Their 
significance and role in this research baffled me endlessly. Since the onset of 
their conception I struggled to find a reference for these objects. 
Through the continual incessant dissecting, removal of the voids, the gaps 
within the traceries I began to search for the removed parts, deriving the 
spherical form from the pebble forms missing from within the traceries, with 
the notion of each differing from the other.  An inward approach of taking a 
form and dissecting it to extract the various parts that made up the whole.  I 
began to refer to these parts as ‘particles’ (fig.1 - 14), in an attempt to give 
them lightness and unbind them from the constraints of belonging, as a part 
of something larger. They are also dealing with the concepts surrounding 
active gaps enlivening the space as is previously discussed within Eighty-two to 
Eighty–Six and Single Felt Hangings in this chapter.
Particle 1 (fig.1): Modelling wax was softened to a pliable consistency and hand 
modelled into a solid spherical ball.  After applying numerous layers; a process 
of pushing warmed wax onto the cooled wax form with my fingers, then 
moulding the surface with a hot knife to fuse the wax; I proceeded to remove 
wax from the surface using a hot knife in an effort to reveal its interior. Due to 
the solidity of the form, this process became laboured and I abandoned it for a 
different approach.
Particle 2 to 7 (fig.2-7): Adopting the process of cutting a stencil from the 
various photographic references of Chapter 1 ‘The Quiet Exposure of Decay’, 
I transcribed the imagery to fibre paper and proceeded to cut the fibre paper 
stencils into 150 x 150mm squares. Each of the squares were individually 
placed into liquid wax, removed and wrapped over plastic balls. One half of the 
ball was covered at a time. Each particle is fabricated from two halves. 
Allowed to cool, and removed from the plastic balls, the two halves were 
placed together their edges gently fused with a hot knife melding the halves 
together. The edges of the cut-outs and the outer and inner surface of the wax 
particle were then built up with layers of hot wax and smoothed, a continual 
process of adding material and reducing it until a consistent thickness and 
smoothness was achieved. The cuts, holes, and gaps designate a space where 
there is an open frame for free thought.
 
The particles become more refined as they develop, Particle 2 to 4 have 
significantly thicker walls than Particle 5 to 7. Each particle slowly reveals an 
internal void.
113
Particle 8 & 9 (fig.8-9): One half of Particle 8 and 9 was built up on a plastic ball. 
The other half was modelled from the leftover pieces of the fibre paper. Each 
piece was dipped into the molten wax and positioned upon a ball. Carefully the 
individual pieces were joined together prior to being removed from the ball 
and positioned upon a solid half.  Particle 8 demonstrates the individual pieces 
modelled, their round shapes accentuated, whereas Particle 9 is still awaiting 
modelling, the rough texture of the fibre paper apparent and visible just under 
the surface of the penetrating wax layer.
Particle 10 to 14 (fig.10-14) begins to allude to a departure from the closed 
form. Large holes gaping, the particles evolve or unravel into the traceries from 
which they were derived. Particle 13 is a fine, skeletal structure reminiscent of 
the felt hangings. Its delicate structure unable to support itself collapsing and 
distorting. Particle 14 half a shell, is reminiscent of the mesh images sixty-five 
to sixty-seven in Chapter 2 ‘The Quiet Exposure of Decay.’
Despite their material incompleteness the 14 particles engender a sense of 
inertia within me.  They appear to be in a state of rest. The wax conceals it’s 
structure through seamless application. The fluid molten wax cooled, liquid 
frozen turned solid waiting patiently for further interventions. In this state 
of waiting they deny their future, the assumed process of casting, investing 
the wax form, the exterior form being encased, the burning out of the wax, 
vaporised, molten aluminium poured into the casts vacant spaces. The 
contours of the wax enticed imagining, yet the layers of wax encasing the 
skeletal armature of paper seemed to prevent any further action.
A quotation from Briony Ferr comes to mind “There is a sense of imminent 
dread of forgotten states, an uncanny stillness or a unforeseen anticipation of 
deathly stasis.”11 Fearing a stagnation12 of these particles I decided to move 
them from the ground surface and suspend them physically together in an 
attempt to engage activity (fig. 15 - 20). “The practice of suspending material, 
and the idea of suspending itself, is closely connected to Marcel Duchamp’s 
concept of the delay, holding in suspension any idea that the work can either 
ever be quite static or complete.”13 Suspending not only shows the particles in 
a new state but also introduces the idea of a change of state. Threading each 
particle onto cotton thread, they haphazardly hang, clustered together with 
enough space between to create tensions or hang independently. 
They were too heavy to be disturbed by the slightest movement of air and 
required a gentle encouraging push to set them spinning and slightly bouncing 
upon the treads. I expected the mobility of the suspended object would 
make them dynamic.  I became concerned that my attempt to suspend these 
particles was setting up an expectation of mobility. Would the stasis become 
more apparent?
Gently swaying or erratically spinning on their threads their individual 
movements rendered them vulnerable.14 I seemed to be retaining the essence 
of the moment by stalling their process, suspending their materiality, halting 
the ultimate loss, the gradual disappearance of structure or the melting of wax. 
Suspended they hovered, they seemed lost in time yet viscerally present.  
Their molecular structure intensifying an awareness of absence, suggesting 
some element has already disappeared, whilst the wax interior concealing and 
revealing seems to evoke a intimate repository yearning for a space of release.
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Afternote:
It is important to note here my hesitation in referencing an ‘intimate repository’. 
This series of objects were developed in 2008 over a period of mourning the passing 
of a friend. At the time I didn’t realise what I was making, I just started modelling. 
The weather had turned, the studio was cold. The exposed flame of the burner 
and the melting of the wax offered a warmth. Absentmindedly I modelled them, 
repeatedly following the same process for each, of layering up wax onto balls, 
joining halves together, melting, removing sections of the sphere, exposing an 
inner structure, reshaping melancholia, contemplating the internal void, to repeat 
the process over again. Moulding, flattening, pressing, hollowing out, cutting, 
smoothing, basic repetitive and habitual movements…It wasn’t until I came across a 
short article discussing melancholia and the lost object “Rethinking Melancholia” 15 
by Jessica Lee Hochman that I understood how instrumental they were.
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Casts
“Casting is a process. It takes steps. A surface is encompassed, flooded, or 
smeared with a material that hardens over and against. Eventually, the material 
can be pulled away. A mimetic transfer has been left on the material. It has 
acquired an imprint, a negative of the surface. At this point another set of steps 
can ensue, since the negative itself can be cast in turn, becoming a mould then, 
a mould for pouring a new object. If cast again, the surface returns, positively 
mimetic. …..We look upon this all from the outside.”16
Commenced in 2006 the Casts very simply dealt with inverting the gaze, a 
different interpretation of the tracing. Rather than using the tracery as an 
expression, they seek to activate the ground surface. They are not far removed 
from an invented reality, the extruded forms emerging from seemingly nothing, 
previously empty spaces, gaps, and voids. The forms emerge from a space 
occupied by air, a tangible presence of absence.
Within these works the focus is placed back upon the ground, engaging with 
the ground-space through a process of referencing, generating ideas and how 
the object is positioned or installed. Questioning what has come to be missing.
Small	Ground	Fragments
Small Ground Fragments are a series of eight castings (fig. 1 - 8) 270 x 180mm. 
Three plywood boxes were constructed and sealed. Each box allowed for 
two castings, each varied in height. Pottery clay was directly pressed into 
the plywood box, building up a consistent even thickness. Once the clay was 
smoothed, a plastic stencil was laid upon the surface and the outline was 
scored into the clay. Removing the stencil I then proceeded to mould the clay, 
in some instances I removed clay from between the stone shaped forms, in 
other instances from the stone shapes, or I built up opposing areas.
The first two Small Ground Fragments (fig. 1 - 2) were directly modelled in 
clay and allowed to dry. They show a spontaneous working of the surface, 
smoothed and finished ready for casting. A process that did not eventuate. 
They were divided into segments allowing a re-configuration of their parts. 
The clay dried, brittle, and crumbling would happily dissolve back into the 
ground given the right conditions. Only 3 segments of the second Small Ground 
Fragments remains, the rest crumbled within the studio.
Small Ground Fragments 3 to 9 (fig. 3 - 8) were directly modelled in clay as the 
previous two. While the clay was still moist and malleable, plaster was mixed 
and poured into the clay mould, the liquid plaster moved across the troughs 
and gully’s, occupying the space around, in and over the moulded surface. 
Once the plaster was set, I removed the plywood boxes side panels exposing 
the sides of the freshly cast plaster and the moulded clay at the bottom. The 
plaster was gently released from the clay, washed to remove any residual clay 
and allowed to further dry. Reusing the clay, it was once again pressed into the 
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mould, the procedure repeating itself. 
The original clay mould did not exist beyond its first casting. Each fragment was 
modelled in a different manner resulting in different casts. The materials used, 
both pottery clay and plaster allowed for a quick execution of ideas using a 
traditional process of casting. The neutrality of the plaster provides a platform 
on which imagination, scale and space can project further inquiry. 
Small Ground Fragments 3 (fig.3) is a low relief, the organic form appearing as 
if it has been embedded into the surface. 
Small Ground Fragments 4 (fig.4) curvaceous forms begin to push through the 
surface.
Small Ground Fragments 5 (fig.5) is a low lying tracery. 
Small Ground Fragments 6 (fig.6) pronounced forms sit proud puncturing the 
surrounding air. Dispersed upon the surface they seem independent of each 
other.
Small Ground Fragments 7 (fig.7) is similar to fragment four except the forms 
are larger and convex.
Small Ground Fragments 8 (fig.8) appears to be collapsing in on itself.
An invented space, each fragment is cast upon a thick base of plaster, giving 
the illusion it has been directly sliced from the ground. The fragments 
appeared to represent the clay from which they are cast, but at the same time 
they represent the very opposite, the air inside or in front of the mould.
Moulds
fig. 1 in mould
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A	Moment	of	Disjuncture
“By creating a moment of disjuncture, cuts offer a means to find out what lies 
beneath the surface.“17 
These fragments remained whole for several months. It wasn’t until I decided 
to submit the concept of fragment three into the Helen Lempriere Sculpture 
Award in 2008 that I questioned the static nature of the full form. 
Shift No.5 is an urban installation comprising of six interconnecting segments 
that co-exist. Each segment will be low lying, varying in height from 100 - 
500mm by 1 metre square, fabricated out of white cement. The six segments 
will be arranged as represented in the images, in a fragmented configuration 
forcing the viewer to seek out the relationships between the corresponding 
segments. The human scale allowing the viewer to walk amongst the 
installation……(fig.6 + 13)
Seeking to activate these small ground fragments, to penetrate their surface. 
I decided to cut the castings into segments (fig.3 - 8 + 12). Guiding the plaster 
form effortlessly through a band saw, I evenly divided them into six individual 
pieces. The bandsaw blade left negligible marks upon the surface of the plaster 
requiring only minimal sanding. 
What resulted was the grid, an orthogonal intersection of straight lines 
or planes, divided and created a territorial patterning across the form (a 
mechanism adopted by various artists for example Carl Andre, Mona Hatoum 
and Rachel Whiteread). Each segment seemed to be surrounded by a makeshift 
boundary of air defining the edges and depths of the divide, yet at the same 
time the parallel lines opened up the divide, by allowing the segments to 
constantly shift readjusting its boundary. They became fragmented parcels of 
land without any territorial integrity or apparent connection. Able to assume 
any arrangement, or position.
Fragment nine (fig.9) became an amalgamation of all the offcuts from each of 
the fragments. Its arrangement of ten segments haphazardly resided together.
A Moment of Disjuncture is about the cut, the action of cutting, it’s a way 
of testing limits and perceptions, a way of creating a new spatial position. 
Embedded in historical precedence, for example, Lucio Fontana’s slicing of his 
canvases (fig.10), and Gordon Matta Clark’s cutting into derelict houses (fig.11) 
manifesting into situations of precariousness and instability. The process of 
cutting, allows the casts to be viewed as a single entity in relation to the other 
pieces, or viewed as a collective, the individual segments re-orientate again 
and again until the original casting is unrecognisable. The new arrangements 
displace and disassociate their parts in a moment of disjuncture.
fig. 3
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Lifting	Its	Floor
At the 1993 Venice Biennale, the US –Based German artist Hans Haacke 
exposed the complex historic and ideological layers hidden in a structure such 
as the German Pavilion…by lifting its floor and re-arranging the broken slabs in 
a disturbing homage to Casper David Friedrich’s painting Sea of Ice (1823 -4) …
creating a situation of precariousness and instability.“18
By accident, through choosing a totally inappropriate casting material, this 
floor piece demonstrates a sense of instability through its arrangement of 
slabs. I decided to explore the scale of the Small Ground Fragments to see 
how the scale translated in a larger format. I began by following the same 
procedures I carried out for the small fragments. Constructing two plywood 
boxes, fully demountable, and sealed. The scale of the boxes and the amount 
of clay required to fill the boxes limited me to work on only one piece at a time. 
The stencil size was totally inappropriate at this scale, so I loosely translated 
the outlines by eye, enlarging the shapes accordingly. 
Once I had completed modelling the clay, smoothing its surface, I then applied 
a layer of release agent to the surface and sides of the plywood box, careful 
not to mark or destroy the surface texture by applying the layer too thick. 
Prepared, the mould was ready to receive its first layer of plaster. I mixed 
and poured numerous buckets of plaster over the mould, I lost count of how 
many bags of plaster were expended in realising this piece. Slowly the form 
was obscured and evenly coated with plaster. Prior to pouring the final layer I 
positioned a piece of wire mesh over the mould. Embedded in the final layer, 
this mesh is instrumental in supporting and providing structural strength to the 
slab. After finishing the pouring of the final layer I allowed the plaster to set 
over night. The next day when I began to remove the sides of the plywood box, 
I realised the imprudent mistake I had made in casting plaster on this scale. 
The sides removed, I visually witnessed the sheer weight of the plaster 
cast push the clay out from under thecast. The full realisation as to the 
inappropriateness of the material came when I attempted to remove the 
plaster cast from the clay mould. I was unable to lift it. Through sheer 
determination I managed to excavate enough clay out from around the sides 
to release the cast from the mould, lever the cast off the mould with crow 
bars, and carefully reorientate it around, the right side up, and lower it down 
without any damage. 
This fragment sat for months exactly where I extracted it from its mould on 
a mobile table (fig. 1 + 2) for almost a year, pushed around from one spot 
to another until I returned to it. Using a jigsaw modified with an extra long 
blade I proceeded to dissect the cast sawing the form into four segments that 
followed the contours of the cast (fig. 3 - 6). It was a slow process, the jigsaw 
couldn’t navigate tight corners and the wire mesh embedded in the plaster was 
a constant obstacle requiring the use of a hand saw. Finally four segments were 
separated. Individually they were now capable of being handled. The dividing 
perimeter of the edges takes the gaze away from the parallel stratification of 
the countless plaster layers, some more evident than others. Wire mesh and 
marks from the handsaw is still visibly evident around the edges.
The interesting outcome of this fragment is that for all the labour invested, the 
segments appear as if they are broken slabs, as if they have just been thrown 
upon the ground, they appear unstable. The slabs are lifting in a precariously 
horizontal action, loosely arranged, balancing upon one other as if the floor has 
shifted.
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Floor	Pieces
“Whiteread’s use of casting materials takes on its particular entropic sense. For the 
various materials she employs, from transparent resins to opaque plaster…take on 
the quality of having solidified what had formerly been articulated in the structure…
into a coagulated mass, undifferentiated, flat, but separated by the ‘mortiferous 
layer’ of its surface, from the living context in which we find it: life / death.”19 
Floor Pieces could very easily assume the solidified frozen structure Krauss so 
aptly assigns to Whiteread. However still, the layer of its surface, the residue of 
the occupied spaces captured within the cast, suggest an activity. The technique 
of casting provides a distancing from reality, in that, the casting process involves 
the destruction of the original mould which could be considered as erasing history, 
leaving just a shell in its wake. The markings of making, finger prints, the indent 
made by a tool scrapping across the surface of the mould, the circular motions of 
a flattened spoon rubbing a surface smooth, are all captured and reveal abstracted 
associations, alluding to past associations with the original mould. A modification of 
the surface takes place.
I researched an alternative casting material for the following nine floor pieces. 
Wanting to achieve the same quality and appearence of plaster, a fragile density, yet 
requiring a material that was far more robust and light weight. I discovered an acrylic 
resin plaster product. Plaster of Paris and the acrylic polymer is mixed together and 
painted into the contours of the clay mould. A similar technique to fiberglassing this 
process required an application of three layers, combined with two layers of woven 
glass fiber matting embedded into the liquid shell.
Despite the slowness in modeling the clay, these floor pieces were relatively quick 
to cast. Released from the negative (the mould), the positive (the cast), required 
cleaning. Washing in warm water to remove all traces of residual release agent and 
clay (fig. 1), I patched the small air pockets that had formed in the casting process 
and reinforced some fragile areas on the sides. A result of patching rendered the 
surface mottled, it looked uneven (fig. 8, 9, + 3). The surface required painting to 
achieve an evenness (detail. 5).  Subsequently I became disappointed with the finish. 
I applied a paint finish that had a similar chalky appearence to plaster, but once 
spray painted the casts took on a plastic finish. This resulted in lightly sanding the 
painted surface to dullen the sheen and allow a trace of the original cast become 
visible. 
These casts are an interrogation of surface. They are not a result of casting objects 
but the spaces that forms occupy, the space inside them, around them or below 
that materializes the volume between the mould and the cast. There is an almost 
exaggerated wealth of detail to be found on the invented surfaces of the moulds. 
There is a sense of incompleteness and lack of concern in making references back to 
the imagery in Chapter 2 ‘The Quiet Exposure of Decay’.
Floor Piece 1 (fig.1) - The negative voids fall back into its surface.
Floor Piece 2 (fig.2) - Shallow mounds silently revealing themselves.
Floor piece 3 (fig.3) - Defined mounds contrasted against the smooth flatness of the 
background. Their arrangement unnerving.
Floor Piece 4 (fig.4) – Defined mounds contrasted against the smooth flatness of the 
background. Their arrangement balanced, harmonious.
Floor Piece 5 (fig.5) - Undulating forms their start and end not apparent.
Floor Piece 6 (fig.6) – A negative relief of a crazed surface, lines branching off on a 
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craze type patterning protruding from the surface.
Floor piece 7 (fig.7) - Is a direct positive of 6. In a process of inverting the 
mould the voids of the mould were built up with clay.
Floor Piece 8 (fig.8) - Is a macroscopic study of 7. A section enlarged, deep 
defining lines dividing the surface into twelve separate islands.
Floor Piece 9 (fig.9) - Enlarges the concept of 8 further. A deep crevice divides 
off into two other directions, the flat foreground anticipating movement.
On an individual scale there seems to be something lost in the translation 
of scale, but when viewed as a whole the Floor Pieces collectively become 
dynamic, each one quietly revealing something of their form. The Floor Pieces 
are at once parallel to and intimate with the ground, yet also perpendicular 
and apposed to the ground plane. 
“The floor delimits a territory which both the eye and the body can enter 
and explore. The dynamic that materialises is both gravitational and fluid. It 
involves and speaks of the horizontality of moving across it, and it likewise 
speaks of the vertical constraints the perimeter of the room that contains it.“20
They interrupt the surface as is discussed in Chapter 1 (Section 1.0 & 1.2). The 
Floor Pieces bring the process of ‘formlessness,’ the process of making and 
physical positioning into play; it also relates to De Certeau’s performed site; 
the ‘compulsive desire to repeat’ within the process; the orientation of the 
work and the shift in scale. These Floor Pieces assume multiple positions of 
orientation leaning from the wall to embracing the floor, or residing on the 
ground surface. A layering of one piece next to the other, their landscapes 
lying stratified, suggesting an architectonic relationship with the floor, stacking 
against the wall, hesitating, activating a patient dislocation.
These Floor Pieces are a product of deliberation and forethought that was 
brought about by the shifts in scale. I deliberately altered the surface, decided 
the limits of the casts, and choose how the work should occupy their built 
environment.
detail. 1
detail. 2
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fig. 2, 5, 4 + 1
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Leftovers
What remains?
What remains of the space in-between that divides, or of the paper and felt 
pieces that are cut away, or the unwanted foam protruding from a form, or of a 
seam that touches both borders?
What remains of these irregular material leftovers? 
Do they remain in-between?
Are they capable of capturing nuances of surface from which they were once 
associated?
Or do they remain? 
From each piece I felt there was a kind of fall-out, a debris or residue, that 
wasn’t being picked up. The remains of each work that were possible to 
keep were retained. At different times over the course of the research I 
readdressed their status. Arranging, rearranging, separating the offcuts, re-
cutting, re-shaping, dividing, stitching together and piling into a heap for later 
consideration. There was a lot of repetition, they were irregular, and far from 
meticulous. Playing with an element of chance, the continual act of making 
unfolds a vulnerability and their possible demise. They become somewhat 
compulsive not only through making and scale, but the ability to manifest 
every remain. The form was largely determined by the leftovers of the Paper 
Hanging and 52 Felt Pieces, the scale was determined by the material remains.
Selected leftovers of Eighty-six were not reshaped (fig.1), the long fingers of 
industrial felt intertwine, in a mass of tangled lengths reminiscent of Robert 
Morris’s felt works. Whereas those that were re-shaped, were reshaped into 
soft curved disks (fig.2-5).  Each disk was attached with white cotton threads 
to the other, linking them together in clusters. Each cluster varying in size and 
completion. In the process of re-shaping the offcuts were retained.
The Leftovers of 52 Felt Pieces are also not re-shaped (fig.6). They are as they 
were removed from the felt. Loose they are open to re-arranging. If I were 
to lay them out individually each one would have its own shape and space, 
alternatively I could lay them all out together to see how they interacted but I 
found that too contrived. In the end I just heaped them into a little pile.
Paper Hanging - Leftovers (fig.7-14) were comprised of thin paper disks cut 
from the Paper Hanging. The disks were laid out and re-arranged across the 
concrete floor of the studio, finally I settled on a configuration in which the 
disks were hugging a ground-bound trajectory and then negotiated wrapping 
up a brick wall. The stark whiteness of the paper disks contrasted against the 
mottled greyness of the floor and the worn red brick wall, activated a dynamic 
relation between these surfaces.
The foam Leftovers (fig.15-20) were made from leftover upholstery grade foam. 
The firmness of the foam allows for the to be easily shaped upon a belt sander. 
The density is relatively fine, allowing for a slightly porous grainy surface. These 
felt mounds were generated through my need to give shape to the flat forms 
of the paper hanging leftovers. The forty-eight mounds of varying shapes and 
sizes sit upon the ground, their bulbous curves rising up. Capable of numerous 
arrangements, they assume a horizontal position forcing the gaze downward. 
The colour is distracting, I consider flocking. How much should one invest in a 
leftover?
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Leftovers - Black Felt Disks (fig.21-28) were re-shaped from the remaining felt 
removed from ‘Towards a Disappearance’ in Chapter 5. One hundred disks of varying 
sizes, each fabricated from two layers of felt, machine stitched together with a 
double line of cotton running around the perimeter of the felt. Sandwiched between 
the two layers, a fine length of flexible wire is fastened in place with a zig-zag stitch. 
The Black Felt Disks are inert. Tossed on the floor they absorbed the light appearing 
like gapping enveloping holes within the surface of the floor. The wires within 
allowed the disks to engage with the surface ground. By slightly flexing the wires the 
disks are capable of being manipulated into various forms, curling up and unfurling, 
seeming as if they were in motion, their form no longer flat, but self-supporting 
rising up, re-adjusting its contact with the surface of the ground. I desired a result 
that appeared as though it took a split second to fabricate, which was the opposite 
of how laboriously they’d been made.
They are like afterthoughts, a scattered collection of remnants made and remade, 
their remains arranged laterally across the ground without any territorial integrity. 
Although small in scale they seem to expand the limits of the spaces in which they 
appear, by way of imagining. 
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Reflection
‘Interventions in a Place Where Nothing has Transpired’ consists of a series of 
spatial experiments, Eighty two to Eighty six, 52 Felt Pieces, Paper hanging, 
Single felt hangings, A Space of Release, Casts, Small Ground Fragments, 
A Moment of Disjuncture, Lifting its floor, Floor Pieces, and Leftovers all 
concerned with the activation of space.
The activation of space extends from materiality and the process of making, 
through to the shifts in scale and orientation as mechanism for proposing 
a way of looking, perceiving, imagining and destabilising. A lack of concern 
became prevalent throughout the project, for making reference to the imagery 
from ‘The Quiet Exposure of Decay’. Occasionally a stencil derived from the 
imagery (Refer to Chapter 2) was implemented to initiate the making, but 
overall the imagery became re-appropriated and subverted.
In reflecting upon this project, a number of observations, complexities and 
actions were revealed:
•	 Eighty-two to Eighty-five are directly deprived from ‘The Activity of 
Still Objects’. They grapple with their two dimensionality attempting 
to construct a illusion of depth resulting in a restrained spatial 
interplay.
•	 Eighty-six is more successful. Through the increase in scale it defines 
space rather than informs it ‘the gaps appear active’. An element of 
chance comes into play through the tactile action of handling and re-
orientating.
•	 52 Felt Pieces demonstrates an improvisational aspect of making, 
eliciting Derrida’s tactility of touching and activating the imagination 
as reflected upon in Chapter 1 Section 1.1 
•	 The project work questions my relationship with the fragment for 
example 52 Felt Pieces employs a mechanism for activating viewing 
and contemplating how the fragments may be interacted with. It was 
also instrumental in establishing the status of the fragment (Refer 
to Chapter 1 Section 1.1) in the context of thinking through ideas 
spatially.
•	 Paper Hangings links actions, through the physical act of making and 
handling.
•	 The ambiguity and shifting qualities of materials were inherently 
always in motion, for example; Each time Paper Hanging would be 
rehung it would hover in a new way; The application of different 
coloured felts in Single felt Hangings would result in different 
outcomes; Materiality would oscillate between raw states, from 
refined, to incomplete, stalled or suspended, as mentioned in A 
Space of Release, maintaining temporality and openness (Refer to 
Chapter 1 Section 1.2); Materiality perpetuates through the continual 
act of making of Leftovers, the fragility of ‘creases and folds’ and the 
illusive qualities of the Paper Hangings through to the spontaneous 
and considered acts of employing materials within the Small Ground 
Fragments and Floor Pieces, and serendipity (Refer to Lifting its Floor); 
Throughout the project there was a minor frustration with materiality. 
This invariably resulted in the practice of attempting to manipulate 
the direction of the fragment, for example with eighty-six I attempted 
to invest the felt with more rigidity. This generally resulted in my 
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efforts being overshadowed by the materiality of the fragment, this 
frustration also extended towards material finishes (refer to Floor 
Piece). 
•	 The shifts in scales expand and contract offering new orientations 
and provoking imaginings, except for the Floor Pieces. When viewed 
individually something was lost in the translation of scale, they lost 
the dynamic qualities evident in the Small Ground Fragments. 
•	 52 Felt Pieces establishes a fundamental change, they address a 
building up of spaces.
•	 Single felt hangings investigated through the process of making how 
illusive forms behaved spatially once manipulated into closed spaces. 
They became an example of process attempting to capture or activate 
space, ‘they blurred the boundary between the real and the imagined 
by placing themselves in a liminal space’. I discuss this condition of 
liminality within Chapter 1 Section 1.0.
•	 A Space of Release activates an internal presence, that could be 
considered a subversion and undoing of the internal and external 
multiplied with Bachelard’s ‘countless…..nuances’. Refer to Chapter 1 
Section 1.0.
•	 Suspending became a mechanism for engaging activity for introducing 
the idea of a change of state. The concern that arose from this 
action was that I could be seen to be setting up an expectation of 
mobility and that the stasis may become more apparent. Within The 
Space of Release this resulted in a stalling of process and suspending 
materiality.
•	 The projects are spatially concerned with the vertical and horizontal 
aspects of positioning and orientation.
•	 Casts question what has come to be missing; the absences, and how 
the residue of the spaces within casts suggest an activity. The casts are 
not objects but the spaces that the forms occupy. 
•	 Leftover’s felt mounds, disks, and fragmentary segments stitched 
together in a loose grid formation, pinned to the wall, standing alone, 
strung together, thrown upon the ground, re configured, re-arranged, 
are not only concerned with maximising the use of material or issues 
of wastage but inverting and continuing the process by activating the 
leftover material fragments. The black felt disks (Refer to Leftovers), 
expand the limits of spaces in which they appear, by way of imagining 
and transition from one state to another. (Refer to Chapter 1 Section 
1.1)
‘Intervention in a Place Where Nothing has Transpired’ questions orientation, 
the shifts from horizontal to vertical to suspended; exploring the interplay 
between material, process and form; the generative possibilities of spaces; and 
the possibilities of fragments to active spaces. The dramatic effect of gravity on 
the material, the implications of weightlessness, the displaced abstraction of 
forms and the choice of materiality all interrupt and disrupt the surface.
‘Interventions in a Place where Nothing has Transpired’ poignantly records 
the actions of making as an intrinsic part of the work itself (Refer to Chapter 
I Section 1.2), constantly shifting, seeming ephemeral yet viscerally present 
without any territorial integrity or apparent connection, moving towards 
an inevitable state of drift that undoes the boundaries, in an unintentional 
emblematic action.
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Chapter	4	Notes
1 Robert Morris, ‘Some Notes on the Phenomenology of Making’ ArtForum Vol. 8 1970 
Pg. 62-66
2 Rosalind E. Krauss, ‘Horizontality’ in ‘Formless: A Users Guide’ Pg. 98
3 Robert Morris wrote in his essay ‘Anti Form’ in ‘Continuous Project Altered Daily: The 
writings of Robert Morris’ 1993 Pg. 46
4 Krauss, op.cit., Pg. 98
5 A figure randomly chosen from a newspaper, photocopied and mounted onto card 
paper.
6 Albert C. Smith, ‘Architectural Models As Machine’ Pg. 16
7 Sussman, Elizabeth & Wasserman, Fred. Eva Hesse: Sculpture, Pg. 30
8 Fleeting in every sense of the word. Their existence was short-lived they literally 
disintegrated within the studio.
9 They were abstract, formal and serious yet there was a perverse humour about 
them, they seemed to domesticate space, aspects of their actions directly mirrored my 
domestic life.
10 Briony Fer on Ruth Vollmer in ‘Eva Hesse Studiowork’ Pg. 60. It wasn’t until 
sometime after I abandoned these particles that I became aware of Ruth Vollmer’s 
‘Assorted Spherical Sculptures’ from 1963 to 1966. Although somewhat geometric and 
refined and negating the idea of the object as a vehicle for expression, their form and 
process of making bore an uncanny resemblance – wrapping strips of wax around a 
ball. For Vollmer the sphere was always incomplete and fragmented. Similarly Lucio 
Fontana, Eva Hesse, Louise Bourgeios, Peter Randall Page, and Mona Hatoum weren’t 
alone in developing spherical forms and questioning their partiality through random 
arrangements and suspension.
11 Briony Ferr, ‘Some Translucent Substance or the Trouble with Time’ in Carolyn Bailey 
Gill ‘Time and the Image’ 2000 Pg.74 
12 I would also like to add here that Robert Smithson concludes his passage on Ruth 
Vollmer in ‘Quasi-infinities and the waning of space’ by evoking a sense of inertia: 
‘Obelisk opposes and forecloses all activity – its future is missing.’ Published in Arts 
Magazine No. 41 No.1 Nov. 1966 Pg. 30-31. Reprinted in ‘The Writings of Robert 
Smithson’, Ed. by Nancy Holt 1979 Pg. 34 - 35
13 Cornelia Parker, ‘Perpetual Canon’ Pg. 51
14 Louise Bourgeois was an advocate of the practice of suspending objects to render 
them vulnerable.
15 “For Freud, the work of mourning is done through the externalization of the 
mourned object so the mourner can relinquish that object and get on with life. 
One mourns a lost person, object or ideal, and upon completion of the process, 
or externalisation of the lost object, returns to her/his initial reality. …..For the 
melancholic, the process takes a different turn. The melancholia’s loss is unconscious. 
As mourning without end, melancholia turns us away from the external world into 
the psyche. The melancholic lacks the language to externalize what is internal, and 
therefore mourns the lost object privately and constantly… The goal for the melancholic 
becomes retaining the lost object: the past remains present in an attempt to fill this 
emptiness. …..The melancholia’s lost object remains in flux, so it’s meaning is constantly 
being negotiated…rather than being put to rest like the object of mourning.” Jessica Lee 
Hochman, ‘Rethinking Melancholia’ Philosophy of Education Pratt institute 2008.
16 Molly Nesbit, ‘Casting Out’ in Rachel Whiteread: Transient Spaces Pg. 133
17 Achim Borchardt, ‘Sculpting Critical Space’ in Doris Salcedo, ‘Shibboleth’, Pg. 18 -19
18 Borchardt, op.cit., Pg. 18 -19
19 Rosalind Krauss, ‘X Marks the Spot’, in Rachel Whiteread ‘Sheading Life’ Pg.77
20 Fernando Frances, ‘The Mysteries of the Void’ in ‘Whiteread’ Pg. 162
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CHAPTER 5
Every Contact Leaves A Trace
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Every	Contact	Leaves	A	Trace
 “A layered location replete with human histories and memories, place has 
width as well as depth. It is about connections, what surrounds us, what 
informed it, what happened there, what will happen there.” 1
‘Every Contact Leaves a Trace’ is a series of fragments exploring the shift 
between actions, absence and connection to a place. The moment is frozen: 
time, place, feeling and sensual experience are encapsulated and represented 
in a different time and place. A person moves through place, carrying with 
them a fictitious memory, one that over time has been altered by time itself, 
transformed into something that conjures a nostalgic, possibly false, sense 
of place, belonging and loss. These fragments reside somewhere between 
physical and psychical. They contain a foreign narrative and history, one 
that transcends the importance of distinct placement, and where their 
interventions represent a universal place. They seek human presence, and at 
the same time are void of it and become distant, but familiar. 
Towards the beginning of 2009, my research took a decided shift towards 
addressing the ephemeral complexities of surface and spatiality. This chapter 
discusses the projects that address this shift. It is important to note here 
that this body of fragments coincided and intermingled with the making of 
‘Interventions in a Place where Nothing has Transpired’.
‘Every Contact Leaves a Trace’ manifests in four separate fragments: Empathy 
in a Box, Belonging (s), Towards A Dissappearence, and The Expectation of the 
Unexpected. Each of these fragments are propositional.
Empathy	In	A	Box 
“I put a picture up on a wall. Then I forget there is a wall. I no longer know 
what there is behind this wall, I no longer know there is a wall, I know longer 
know this wall is a wall, I no longer know what a wall is.”2
Empathy in a Box addresses the notion of physical and psychical absence: 
the absence of both a space and a connection to it. It is concerned with 
the anticipation of another place, and the construction of a space anew. Its 
location concealed, it seems, to lure us into a familiar but foreign location, time 
and reality suspended. 
The imagery for Empathy in a Box is a selected group of images derived from 
the natural and urban environment, residing within an interstitial space. 
They act as a mechanism traversing the temporal space between the present 
moment and the moment of the memory. They seek to dissolve borders to 
which there is an inside and an outside. The objects defined within the space 
of the photographic image, act to define the space, not of the architectonic 
wall, but the space of memory. Empathy in a Box proposes to use a box as 
a mechanism in which these memories can be activated, disassociated and 
erased, through the process and performance of folding out an image, placing 
it on display (as displaying a part of oneself), removing it, folding it back up and 
placing it in a box.
Empathy in a Box manifests itself in 3 different forms. Each one not fully 
realized. The moment is frozen; time, place, feeling and sensual experience are 
encapsulated and re-enacted through the embodiment of spaces. 
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1	#	Empathy	in	a	Box is a propositional piece. 
The photographic image is enlarged to cover the wall. The image surface will 
be interrupted by a grid pattern of folds. Delineation of edges and non edges 
superficially draws attention to the materiality of the image. The creased image 
allows for the image to be easily collapsed, folded and placed within an archival 
box. The image is to be hung in a manner that it can be easily removed.
Image	1 (fig.1)
High Altitude 
Image	2 (fig.2)
No time to remove the pictures from the walls.
Image	3 (fig.3)
Didn’t we pass through here earlier?
Image	4 (fig.4)
The walls of our house. 
Image	5 (fig.5)
Reflections upon a child’s bedroom wall. 
Image	6 (fig.6)
High ceilings and superbly proportioned rooms.
2	#	Empathy	in	a	Box is a propositional piece. 
The photographic imagery is constructed from a multitude of close-up frames, 
assembled together within a grid like pattern each frame drawing the eye into 
a single aspect of the entire image. Puckering at the seams and subtlety lifting 
at the edges we are reminded that spaces and places are in constant states of 
flux and renegotiation. As the emphasis is drawn away from the overall image, 
a transition occurs in the slippage between memory and place, they become 
increasingly unfamiliar. The joint edge of each frame allows the image to 
collapse in on itself, to be packed away within an archival box.
Image	1 (fig.7)
High Altitude. 
The image is of an oppressive high altitude cloud. The heavy damp density of 
the cloud impedes vision.
Image	2 (fig.8)
No time to remove the pictures from the walls.
The image is that of a ruin, a house, the ceiling removed, its walls crumbling 
into a pile of rubble.
Image	3 (fig.9)
Didn’t we pass through here earlier?
An image of a disintegrating road. Precariously hugging the side of a cliff.
Image	4 (no image)
The walls of our house. 
Within a secluded public garden a pet canary looks out over two pairs of shoes.
Image	5 (no image)
Reflections upon a child’s bedroom wall. 
A young man, sleeps upon a traffic island, surrounded by the chaotic drone of 
passing traffic.
Image	6 (fig.10)
High ceilings and superbly proportioned rooms.
An image of the interior of an opulent room.
3	#	Empathy	in	a	Box is a propositional piece. 
A single frame, a single close-up frame projected. Its materiality is an 
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instrument of removal…..a  blurry reality. Memory retreats, becoming remote 
and inaccessible. The single frame is to be encountered as a single entity, and 
not to be realised as an assemblage of different parts. The projected image, 
transparent, overlaid onto a surface a wall, is suggestive, fleeting, reminds us 
that memories are not objects and are far more reluctant to be held.
Image	1 (fig.11)
High Altitude3
The image is of an oppressive high altitude cloud. The heavy damp density of 
the cloud impedes vision.
There is a prevailing sense of disorientation. There is a prevailing sense of 
disorientation in this project.
Image	2 (fig.12)
No time to remove the pictures from the walls.4
The image is that of a ruin, a house, the ceiling removed, its walls crumbling 
into a pile of rubble.
There is a prevailing sense upheaval, made apparent by the disorganized 
arrangement of stones. 
Image	3 (fig.13)
Didn’t we pass through here earlier?5
An image of a disintegrating road. Precariously hugging the side of a cliff.
A sense of inevitable decline. An unstable movement. An unstable movement 
repeating. 
Image	4 (fig.14)
The walls of our house. 6
Within a secluded public garden a pet canary looks out over two pairs of shoes.
The owners of the shoes are not present within the image. The shoes are the 
bodily connection to the space; they are a trace, a sign of absence. 
Image	5 (fig.15)
Reflecting upon a child’s bedroom wall.7
A young man sleeps upon a traffic island, surrounded by the chaotic drone of 
passing traffic.
An absence of shelter. An absence of walls cherishing the casual musings, of 
fleeting thoughts, dreams, fears and wonder.
Image	6 (fig.16)
High ceilings and superbly proportioned rooms.8
An image of the interior of an opulent room.
Drewery Alley has high ceilings and superbly proportioned rooms. These 
architectural features have been accented with pastoral colours. The dining-
room, with dove-grey carpet and walls, has its cornice and ceiling painted in 
two shades of pale pink, the fragile plasterwork picked out in ivory. At the 
windows are pale yellow silk curtains, charmingly creating an impression of 
sunshine even on the dullest days. A large Chinese vase on a teakwood stand 
sprouts branches of chestnut leaf.
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Belonging	(s)
“belongings (pl n) the things that a person owns or has with him; possessions; 
effects.”9
Fabricated from 10mm thick industrial felt Belonging (s) (fig. 1- 6) is 
constructed of 59 felt fragments of varying lenghts and widths.  In its entirety 
it may be assembled to represent an architectural floor plan of a room. Scaled 
1:1 the outline may be inhabited. Stepping through the doorway one enters 
a ficticious space constrained and designated by white felt lines upon the 
ground. Conjuring the experience of walking through ruins, imagining rooms, 
and past occupations, the felt walls create a psychological barrier with the 
surrounding space. Opposite the doorway is an outline of a window, in the 
centre of the room is a suggestion of a bed, the top sheet folded back to reveal 
two pillows, and on the same wall as the door an outline of a cupboard. 
The outlines are all too familiar, almost a direct copy and scale of a housing 
project I was working on at that time. My concern was not to re-create a 
replica outline of an interior room that operated only as a visual tool in defining 
space. When contemplating the outlines it seemed to be devoid of all presence 
of air within its fictitious interior. It lay flat, tentively assembled upon the floor. 
It was a invented reality, islolated and removed far from its context. The white 
felt replicates the lines of an architectural drawing. The geometric lines help to 
define the relation of the objects drawn within, appearing familiar within the 
spaces they recreate.  
Passively placed on the ground, it lies open, not aiming to enclose or constrain 
but allowing access. Horizontally laid out on the floor it seems to enlist  a 
voyeuristic gaze.  The work evokes the theme of looking but also of being 
looked at. Looking at the work I feel I am trying to see something, extract 
something, whilst at the same time sensing vulnerability, what I see is exposed. 
As a consequence, standing in front of the line marking could possibly 
perceptually force one to acknowledge their own presence, perception and  
projection. The horizontal position, the placing of recognizable outlines of 
objects within the room, could also enlist one to view the social context or its 
mutability of the overall imagery, as a wider understanding of reality.
Belonging (s)  did not begin to conceive of audience or the exhibition space, 
it is tentively residing within a conceptual form, made of felt, perceived to be 
raised from the ground, hovering at shoulder height to be literally read as a 
thin white line, a drawing within the air.  Of course to suspend it, may require 
recognising the suitability and appropriateness of the material. 
Suggestive of an architecture, an external construction, represented in a 
disfunctional context, a room is reproduced, its external shell, its external 
shape, but rather what has come to be missing from it. It tentively conveys 
a simple gesture of exhibiting the inner aspect of things. The white felt lines 
isolate spaces from the ground space exposing the void that is inside the 
architecture of our daily lives, the tangible presence of an absence. 
“When you open the door, the bed is almost immediately on the left. It’s a very 
narrow bed, and the room, too, is very narrow…and not much longer than it 
is wide. In extension of the bed, there is a small hanging cupboard. At the far 
end, a sash window.”10
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The external / internal walls, window frames and doorway are malleable. The 
tactile qualities of the felt, the softness, its inability to become fixed allows 
numerous arrangements and intrepretations. The doorway swung open invites 
one to enter and to leave at will. As defined by Gaston Bachelard in ‘The 
Poetics of Space’, the door compounds images of “hesitation, temptation, 
desire, security, welcome, and respect”11 The outline of a window, suggestive 
of something beyond, something external.
The bed. Mario Codognato wrote in an article ‘Found Existence’ on Rachel 
Whitreads cast’s of mattresses that, “The bed - the stage for birth, death 
and eros – more than any object encloses within itself the mystery and 
evanescence of life, its grandeur no less than its poverty. Its standard size 
reflects the territorial potential of the human body……..as a metaphor both 
of solitude and of the interaction between two individuals, it embraces the 
infinite range of the possible plots of the stories that one desires or is able to 
construct around it. ……the bed becomes a surrogate of the human individual, 
as well as a place of the absorption and regeneration of life and creativity 
and again the place where the human subject, the artistic gesture and the 
means of creativity all come together in the imprint that the body leaves on its 
surface.”12
The room shows no sign of occupation. An environment, that bears no scars or 
traces of lives that may have resided within. The room is henceforth displaced, 
temporary and defined in terms of where one is not. All human presence has 
been deleted. I am reminded here of Jane Rendells ‘An Atlas of the Welsh 
Dresser,’13 in which Rendall writes about a Welsh dresser she inherits. The 
essay is about her encounter with a series of objects contained within the 
dresser. She starts by discussing the nature of the objects, their materiality, 
moving further into spatial considerations. She questions her encounters with 
the objects as one in which one has time and space to reflect. Noting that an 
encounter with detail is also a map of the imagination.
The cupboard, the dressing table, the robe indicated to the left side of the 
bed, is a square outline of thin felt. Within the center are three paper flowers, 
the form of their petals large full and roundish, delicately supported by the 
repeated layers of waxy semi transparent paper.  Their materiality more fragile 
than the felt, they aim to operate more as an apparition than the defined 
structure of the room. Their three-dimensional forms are juxtaposed against 
the flat outline of the felt. As with the numerous items Rendell locates within 
the Welsh dresser, the luster jugs, newspaper articles, red dice, random 
buttons in a bag with needle and thread, hook without eye, two keys, tailors 
chalk, junior jet club badge, diary, will, and white linen, these three paper 
blooms operate as a mechanism for evoking memory or creating a sense of 
nostalgia within the constraints of a standardised outline of a room. Although 
on later reflection perhaps this literal representation isn’t necessary, and may 
distance the work’s aesthetic.
The size of the room means we are left distanced a little more than would 
otherwise be the case. The horizontality of the piece, and the use of the floor, 
forces a particular engagement with the work, a looking down upon the 59 
felt fragments. I do not need not move around the outline for a sense of the 
whole, the gestalt, to occur. The room is not of a house as a building but of 
belonging and it becomes a way of conjoining and playing through a register of 
imagination and memory.
151
fig. 1
fig. 4
fig. 2
fig. 5
fig. 3
fig. 6
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Towards	A	Disappearance
“A crack is not a static state but a stage in a process of gradual shear that might 
expand and tear through a buildings structure and skin along the line of least 
resistance. Cracks register the evolving contradictions between the static inertia of 
built structure and the constant transforming field of forces operating around and 
within it. Cracks are thus both lines in space and processes in time.”14
In 2008 I came across an exhibition catalogue of Doris Salcedo’s Shibboleth. 
Shibboleth an inscribed negative space within the surface of Tate Modern’s Turbine 
Hall floor in London. The pictorial information displayed a negative space, an 
enormous crack the length of the Hall exposing an exacerbated emptiness (fig. 1 
- 2).  The inscribed negative space is open to a mirage of meanings. Here absence 
is the trace, the physical memory of violence, like an enormous scar. “It suggests a 
downward journey and discovers value in exposing the dubious foundations.”15
 Salcedo proclaimed “that the negative space of the crack exposes a colonial and 
imperial history that has been disregarded, marginalized or simply obliterated….
the history of racism, running parallel to the history of modernity and …..it’s untold 
dark side.”16 “By looking down, we are not only confronting the foundations of 
our present, we seem to be digging up the history of our future in a daring act of 
anticipatory archaeology…not merely a matter of showing what lies beneath our 
feet...”17
What interested me was that Shibboleth made the infrastructure of the crack in Tate 
Moderns floor visible. It was a construction of a negative space. It produced a sense 
of depth as well as separation. The crack didn’t expose the infrastructure of the floor 
of the Tate that was transformed by architects Herzog & de Meuron, nor the river 
bank that lies underneath it. But revealed a crafted texture of cut and cast concrete 
embed with mesh visually protruding in some places. Exposing a division we 
normally choose to ignore, cracks, residual, under-utilised and often deteriorating, 
the in-between space. The surfaces were revealed as deep volumes, and hidden 
layers otherwise buried within the depth of materials and the ground, they were 
exposed to view. Shibboleth appeared to demand close scrutiny or examination.
Salcedo has described the laborious and time-consuming activity of inscribing into 
the  ground as synonymous with a laborious execution of an investment in loss and 
absence. Manifesting itself as inverted and emptied out space, but also as a delay in 
the reconstruction of memories.
Shibboleth was in the back of my mind when I visited the Turbine hall in 2009. 
Disappointed that I had not had the opportunity to see it, I at least hoped that I 
may be able to pick up further documentation on the project when I visited. Upon 
entering the Turbine Hall I was instantly enamored of the grand industrial scale 
of the former power station (always harboring an ardent interest for industrial 
buildings). It wasn’t until after walking some metres into the building that I turned 
around towards the western entrance, the inscription revealed itself, sunlight 
highlighting a trace of Shibboleth (fig. 3 - 7). A hairline crack filled in with cement, 
its colour trying desperately to blend in with the mottled grey of the floor, starting 
as a hairline crack at the western entrance, I could just make out its cement trace 
disappearing underneath the eastern glass walls.
Shibboleth still seemed to quietly refuse to be comfortably consumed. Its subtle 
trace a memory of the void cut and molded into the floor. The fractured floor 
patched still resonated a splintering of filaments threatening to break away 
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from the main crack.
It was near impossible to survey the entire work from a single viewing position. 
I moved along its 150 metre length, the concrete infill steadily drawing my gaze 
downward and movement towards the basement of the Turbine until I could no 
longer trace its movement across the floor. 18 
It became an imaginative visual scape. The view negated by the action of the void 
having been filled in. The invisible presence of the void, its negativity had become 
one with the ground. One could no longer glance into an abyss but reflect upon what 
may have been exposed, the inversion of space, creating a new space that questions 
or opens up the experience of the present moment. 
There is no longer a separation created by the widening fissure, you could walk 
freely across the floor. The invisible memory of the void confronts the viewer in 
“silent contemplation…permits the life seen in the work to reappear…”19
This project (fig. 10 - 29) is playing with the notion of the crack re-appearing, the 
inversion of the void. I enlarged an image of a craze photographed at the same 
time as ‘The Quiet Exposure of Decay’ (fig. 8). Mocking up a paper pattern (fig. 9), a 
loose interpretation of crack 5.4 metres in length. The paper pattern, laid upon the 
ground, gave the illusion of an imagined void within the floor.  I then transcribed the 
outline onto firm urethane foam (leftover from various upholstery projects). Parts of 
the foam needed to be glued together where filaments were to be added and other 
areas needed to be built up. Once the basic shape was achieved the top surface 
was sanded on a belt sander to create a rounded even profile along the length, 
to seamlessly blend the joined foam, and refine the form (fig. 11 - 13).  The paper 
pattern was then transcribed onto a large roll of black industrial felt (fig. 10). Two 
felt patterns were cutout, along with longer lengths to create the side panels. Placing 
the foam on top of the bottom piece of felt, I proceeded to pin the side panels in 
place. Removing the felt, the side panels and bottom panel were sewn together 
using a sewing machine. Laying the interconnected sewn felt pieces out on a table, 
I fitted the foam structure once again on top, folding the sides and wrapping them 
up over the edges of the foam, whereby I pinned the sides directly into the foam to 
secure the felt in place. The top piece was then positioned, pulling taut and pinning 
along the length, the top felt piece was slowly fastened into position ready for hand 
sewing and encasing the entire foam form in felt. I worked methodically long the 
sides, tracing the forms with a line of thread moving in and out of the two felt pieces 
binding them together, creating a negative external shell of the internal foam form. 
The process of making had a high degree of improvised freedom allowing the 
materiality of the inverted form to determine the final structure. At some sections 
along its length, the foam would not sit flat against the ground surface. Rather than 
re-sand the foam in an attempt to make it flush I allowed it to rise. The felt crack 
varied in thickness from 5 to 100mm, at the widest section it was 400mm. It became 
an inversion of the void or the imagined negative space of the void made positive, its 
blackness alluding to the perceived darkness of the abyss, the abyss of Shibboleth.
Instead of disappearing into the surface of the floor it rises above, its flaws, the 
rough crudeness of its making visually confronting and apparent. Along its length its 
surface starts to splinter into an array of fragmented filaments, the moulded foam 
encased with black felt, creeping along, splintering, seeking to traversing a space, 
using the ground / floor to delimit a territory by which both the eye and the body 
can enter and explore.
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Thoughts:
•	 How many people notice and question the cement infill on the floor of the 
Tate Modern’s Turbine Hall? 
•	 Does Shibboleth still entice people to look down and consider the trace of     
the filled in crack? 
•	 Does its scar activate memory?
•	 The infill is charged; it holds traces of the passing time and the passing of 
feet that have walked across it. 
•	 It is slowly but inevitably worn away by the shifting patterns of feet that 
touch its surface.
•	 Is it just a faded memory of its retraced length? 
As a proposition ‘Towards a Disappearance’ could be seen as an interior 
architectural reformulation of traversing space, using the ground floor space to 
delimit a territory by which both the eye, the body or mind can be challenged. The 
dynamic that materialises speaks of the horizontality of moving across it and also 
addresses the vertical constraints, the perimeter of the room that contains it.
fig. 1
fig. 4
fig. 2
fig. 5fig. 3
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The	Expectation	of	the	Unexpected
 “Meaning is invisible, but the invisible is not contradictory of the visible: the visible 
itself has an invisible inner framework and the invisible is the secret counterpart of 
the visible, it appears only within it…one cannot see it there and every effort to see it 
there makes it disappear….”20
The Expectation of the Unexpected manifests itself in four short films no longer than 
four minutes each. Captured on digital camera, at a different part of a day over the 
course of twenty-four hours. The films seek to describe or transcribe the interplay of 
presence and absence using the suspended Paper Hangings (as discussed in Chapter 
3) as its subject. In writing up this project, I automatically assumed that I would 
elaborate on the procedures undertaken, the intervals in time in which they were 
captured, the complexities of what each revealed, and the manner in which they 
should be viewed. Reflecting upon the written words, the light outside my studio 
changed, altering my interior and my relationship with the words. I visualized the 
approach, restrictive and contrived, was I missing the point? Instead I decided to 
offer a generative play on what may be expected. 
Suspended vertically in the space of the studio the floating paper forms gently 
envelope the space. Light illuminating the work from above, casts a spectral 
presence of an undecipherable language onto the studio floor (fig. 1 - 6), providing 
an encounter with a imaginative dimension of an interior spatiality.
The Expectation of the Unexpected proposes to question the residue or trace that an 
object or a fragment, may leave. The transience and frailty of its subtle actions. The 
nuances that are expressed internally and externally, engaging our imagination and 
questioning the reality of their being.
Although form or volume is suggested, the subtle relationship between the paper 
and the floor is shallow enough to remain simply a void of soft light. What would 
normally be presence is actually a framed illuminated absence. The works only 
real presence is its visual tactile quality. It refuses to disclose its means of support 
thereby dismisses any suggestion of mass and it asserts itself strictly through the 
space void beneath it. A play between light and dark. A cast of shadows outlining 
complex identities by way of materializing a territory of the air surrounding or lying 
inside it.
An occupation between autonomous and unknown spaces where the negative finds 
itself transformed into the positive, emptiness into solidity, cavities into sculptural 
form. Fragments leaving a trace of their presence and existence in casts of the voids, 
absorb space, they abandon their actuality.
“The shadow as a spatial memory is just distant enough to allow an external 
perspective of our inhabitation of space, yet close enough to understand it as 
an essential internality of our being…”21 A purposeful suspension of fragments, 
projecting an extraordinary play of shadows upon the studio floor, such that the 
interplay of chance and necessity becomes one of the things the work is about. A 
reformulation of traversing a space, using the ground floor space to create a territory 
by which both the eye and the body can enter and explore, producing variations and 
intervals, the durations of time and movement displays, filters, and emphasises the 
dispersal of light.
An atmospheric light is rendered visible, refracted or reflected it strikes fragments 
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that create shadows that reveal an intensity, structure and rhythm. It lingers 
on details alerting nuances of structure. Revealing things that perhaps should 
never had been seen. The phenomena of transitional space alludes us – its 
indeterminate slippage between real and imagined, seeing and being out of 
sight, and the way in which it facilitates contemplation of the unknown. What 
is brought to the fore and what is left behind. Dynamic and fluid it fleetingly 
holds traces of the passing time, patiently and chaotically being modified, it 
drifts, it dissolves, “it slips away in a radiating absence, infinitely more obscure 
than any obscurity..” 22
The unexpected doesn’t belong here but it has briefly lingered here.
I wait expectantly for its return.
fig. 1
fig. 4
fig. 2 fig. 5
fig. 3
fig. 6
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Reflection
“Their proportions are based on the human bodies habitual uses of 
things.  And as such they transcend mimesis, assuming instead the guise 
of anthropomorphic emblems of a tragic, final and endless awareness of 
absence.”23
Each of these fragments slip in and out of a relationship with an experience or 
memory, by resembling familiar or suggestive forms or imagery. They aim to 
prompt the viewer to look beyond, to re-consider their relationship. They are 
not necessarily to be perceived as a narrative, my interpretation is but just one 
voice.
At times I suspected ‘Every contact leaves a trace’ was a distraction from the 
main body of the research. I felt I was being sidetracked. How did this work 
relate back to the other projects? Why did it appear to be so embedded in 
narrative?
For quite a while I saw this project as markedly separate. Its materiality, 
except for Belonging (s) and Towards a Disappearance was non-existent. As 
propositions they existed as concepts scribbled upon a page, images drawn 
on and overlaid onto other images. Belonging (s) exists in pieces, a jumble of 
rectangular pieces waiting to be re-assembled or transformed into something 
else. Towards a Disappearance’s enveloped inverted form suggests another 
scale.
In reflecting upon this project a number of complexities were revealed:
•	 These fragments abandon the serial materiality repetitiveness of 
Chapter 3 The Activity of Still Objects and referencing the imagery 
of Chapter 2 The Quiet Exposure of Decay. Although they are all 
concerned with a kind of looking 
•	 Belonging (s) and Towards a Disappearance adopt material processes 
(the use of leftovers) that are evident in Chapter 4 ‘Interventions In a 
Place Where Nothing has Transpired’ and Chapter 1 Section 1.2.
•	 Empathy in a Box is a series of three observations on the visual 
perception of space. We are confronted with an image but no 
explanation except for a descriptive title. Through a method of 
inverting; the image becomes distorted to the point of unrecognizable, 
whilst the context of the image is slowly revealed. The method of 
disorientating, is to shift the perception into an interstitial space (Refer 
to Chapter 1 section 1.0), a state of the in-between in which we then 
‘forget there is a wall’ upon which this image is attached or projected. 
It dissolves boarders.
•	 Surface enlists tactility of touch. Each applies the thinking behind 
and the action of touching within varying degrees. Belonging (s) and 
Towards a Disappearance are outwardly obvious where Empathy in a 
Box suggests and The Expectation of the Unexpected is illusive.
•	 Each is concerned with the inversion of space and porous boundaries 
(Refer to Chapter 1 Section 1.1). Empathy in a Box is a proposal for 
dissolving walls; Belonging (s) suggests walls and delineates space; 
Towards a Disappearance creates a divide; and The Expectation of the 
Unexpected creates an imaginary territory.
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•	 The interplay between presence and absence is quite overt across all 
fragments, also movements between scale, viewing and horizontal 
and vertical positioning.
•	 Each fragment oscillates between Bachelard’s real and imagined space 
and De Certeau’s space as a practiced place, refer to Chapter 1 Section 
1.1.
•	 Empathy in a Box and Towards a Disappearance fluctuate between 
durations of time and movement.
•	 The narrative offers a interesting juxtaposition within this project. 
Virtually non-existent within the previous chapters except for Chapter 
4 (Refer to The Space of Release) it is suggestive of Bachelard’s 
countless diversified nuances and as McLeer suggests assists in 
figuring my place as an opening. (Refer to Chapter 1 Section 1.1)
The act of reflecting upon these works places me within a precarious position 
a liminal space considering some of the works exist as only very raw concepts. 
They are fragments. They are suspended between the real and the imagined, 
my studio, and therefore are not fully realized. Their precarious status makes 
them incredibly awkward and unsettling. (Refer to Chapter 1 Section 1.1)
I suggest these propositions be described in terms of the presence and absence 
of time, considering they simultaneously evoke the presence and absence of 
place, an action, a vacated, dislocated habitation of an exiled subject or image. 
Each enlists a mental position adjacent to a space, they consider an interior 
placement and context, an end function, a resolution but just as they seem 
to reach that loci they seem to deny themselves a firm position. Creating a 
distance from any personal association “for in the absence of the image one is, 
or should be, forced to abandon the idealistic concept of meaning.”24 Through 
a process of inverting surface and these propositions, space fragments, leaving 
only a trace that something has occurred. 
What started off as a seemingly ‘markedly separate project’ or ‘diversion’ has 
been quite insightful and instrumental in understanding a transitional space of 
the in-between and tying elements of my spatial practice into the work. 
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REFLECTIONS
“How does one curate across time rather than, or as well as, or as, space?”1
One resounding issue with all of the projects is the open-ended nature of 
the research, a deferral, to finish, to resolve the fragments, this has in effect 
encompassed the whole research. Even the project ‘Every Contact Leaves a 
Trace’, appears on the surface perhaps more refined is still open to further 
looking, making, remaking and generative processes. This open-ended 
approach in turn questions my intention upon approaching the so-called end of 
how to conclude this PhD.
Within this section I provide an account of the methodology adopted in order 
to activate a space of transition within the material investigations of my 
practice. Articulated as a process continuously in a state of flux. The process of 
making overlaps within the four chapters of the main body of the ADR, forming 
common methods of engagement, connection and investigation. Whilst at the 
same time demonstrates how, a process of making / designing can become, not 
complete, and resolved but be continuously open to further process. 
In undertaking this research, a diverse range of methods have been used 
to explore the research questions. The four projects: ‘The Quiet Exposure 
of Decay’, ‘The Activity of Still Objects’, ‘Interventions in a Place Where 
Nothing has Transpired’, and ‘Every Contact Leaves a Trace’, each operate as 
mechanisms in exposing, activating and understanding surface and the space 
in-between through looking, activating, action, and trace. 
‘The Quiet Exposure of Decay’ is about looking.
‘The Activity of Still Objects’ is about the transition of observing and focusing 
that activates new objects.
‘Interventions in a Place Where Nothing has Transpired’ is the inherent activity 
of practicing surface.
‘Every Contact Leaves a Trace’ is a residue of activity.
Although there have been many findings within the project, these four 
methods looking, activating, activity, and trace have been central to this 
research and most significant. Through the research questions and the 
various phases of the research, I explore their significance as they relate 
to surface through practice. I am not proclaiming them as a strategy to be 
implemented, or the only manner in which to engage in-between, and they do 
not individually belong to me. But they are the methods that are inherently 
embedded in this research, that I have come to recognize as an intrinsic part of 
my practice.  Ranging from the reflective gaze of looking in ‘The Quiet Exposure 
of Decay’, to the ambiguous orientations of the plaster fragments in ‘The Still 
Life of Objects’ to the renewed tensions of the hovering Paper Hanging in 
‘Interventions in a Place Where Nothing has Transpired’, to the horizontality 
of Belonging (s) in ‘Every Contact leaves a Trace’. Considering the scale of the 
material investigations undertaken within the research, I acknowledge and 
discuss below the methodology of the practice that has been used to capture a 
transitional space within the process of making the projects.  
It is important to recognize here that the ideas presented in Chapter 1 Section 
1.1 are conceptual ideas that I am reflecting upon through the implementation 
of these four methods. I made it explicitly clear at the beginning of the ADR 
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that this is not a PhD trying to definitively explore the concepts within Chapter 
1 Section 1.1. This is a PhD that engages with theoretical discourse as a 
mechanism for transforming my work and comprehending it through multiple 
openings.
The methodology also articulates and expands upon the research questions: 
Is it possible to produce a design intervention that captures that transitional 
space? How can the design process act upon or be influenced by these 
transitions? And can the design process pre-adapt itself to the continuation 
of process? In addition, I then address the main research question: How then 
can the act of designing-making come to be another surface amongst surfaces 
without becoming descriptive, interpretive, or static? 
Looking 
1. “To direct the eyes (towards)
2.  To direct ones attention (towards)
3.  To turns ones interests or expectations (towards): to look to the  
   future
4.  To give the impression of being
5.  To face in a particular direction
6.  To expect, hope……….”2 
Looking involves the interpretive act of observing something. It relates to 
the where the project began, it relates to the cycle of the projects, how I 
perceive the fragments, how I project and relay my reactions, it relates to 
the materiality. Patiently observing, it’s an action of peering, looking, quietly 
reflecting, pondering. This is particularly apparent in Chapter 2 ‘The Quiet 
Exposure of Decay’, the methodical manner in which I observed the urban 
detritus, caught in a perpetual cycle of decay and renewal, I record, a snap 
shot, an image of their “instant condition.”3 These snap shots materially 
manifest. They are at once the image that I vividly saw through the lenses and 
at the same time become a “complexity of relations between time, space and 
event, the ‘what’ and the ‘how’, become vivid and require the invention of 
different kinds of fictions”4 and nuances (Refer to Chapter 1 Section 1.0). These 
fictions and nuances manifest in different forms, each a re-interpretation of the 
original image offering an alternative way of observing, through arrangements 
of imagery into photomontages and digital projection to where the “distant 
past, recent past, and present collapse,” are “flattened by the photograph”5 
and become a reference for further projects to develop. 
 
Chapter 3 ‘The Still Life of Objects’ encourages a kind of looking that I discuss 
in Chapter 1 Section 1.2. The kind of looking that is full of sense and touch, 
addressing the way processes of making are translated into the processes of 
looking. Chapter 4 ‘Interventions in a Place Where Nothing has Transpired’ 
adopts shifts in scale and orientation as mechanism for perceiving and 
imagining, Whereas Chapter 5 ‘Every Contact Leaves a Trace’ prompted me to 
look beyond. Through the process of inversion, the image becomes distorted or 
destabilized altering the perception of space.
Looking resides in the peripheral surface, an observer of slippages and evasive 
truths, the ephemeral and the unseen. (Refer to Chapter 1 Section 1.0), Also 
looking addresses the precarious status of what we are looking at as I discuss 
in Chapter 1 Section 1.1. The process of looking at the image is internal, 
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the extraction of information remains in the mind and is transformed by 
imagination and the physical act of making.
Looking occurs continuously throughout different stages of the research, 
as a method of reflecting on the projects, the materiality, processes and 
arrangements of making fragments, through to photographic recording, 
writing, and dialogue with peers. This ADR is my interpretation of the research; 
it is my way of looking and reflecting on the projects.
Activating 
“You start to work with it. You move, and it moves. You look at it and you 
think. You move, and it moves, and you think about it. And this process goes 
on and takes you beyond yourself and you learn things. This dun piece of clay 
eventually becomes autonomous, in a sense, actually making suggestions, 
giving you ideas, and telling you what it should be.”6 
Activating is an incredibly slow process of observing and focusing. It primarily 
occurs in Chapter 3 ‘The Activity of Still Objects’. These two actions combined 
could be likened to the process of an archaeological excavation. It’s a process 
of generation, focusing in, the minimal way of analyzing and extracting 
elements, to initiate sequences of material experiments. It is a re-visualization 
of the slow action happening when shifting from a flat-sheeted image into a 
partial object. Fragments thirty-five to fifty-four and fifty-five to eighty-one 
from Chapter 3 ‘The Activity of Still Objects’ are instrumental in activating this 
space. Through shifting any referential or formal charge from the pictorial 
surface of the image from Chapter 2 ‘The Quiet Exposure of Decay’, these 
fragments materially observe and focus, shifting from the surface as I have 
discussed in Chapter 1 Section 1.1.
Activating is a process of examining and re-examining the vastitude of 
imagery through the process of looking closely and attempting to extract 
the hidden complexities of the image. This brings to mind Heideggers notion 
of ‘handability’ (Chapter 1 Section 1:2). Heidegger examines in ‘Being and 
Time’ the particular form of knowledge that arises from our understanding 
of materials and processes emphasizing that we comprehend the world 
theoretically only after we come to recognize it through handling. Handling 
“produces a crucial moment of understanding or circumspection”7 whereby 
new relationships emerge through the dynamic use of materials, methods, 
tools and practice. This process of activating then translates into the fragments. 
The fragments start out by emulating the photographic aesthetics and then 
begin to demand a presence of their own.
Activating is predominantly concerned with Chapter 3 ‘The Activity of Still 
Objects’. However it does appear to vary in different ways within the other 
projects. The the microscopic and macroscopic framing of the imagery in 
Chapter 2 ‘The Quiet Exposure of Decay’ forced me to focus and consider the 
surface of the image as activating a space, in considering the photomontages. 
The activation of space extends from materiality and the process of making 
in Chapter 4 ‘Interventions in a Place Where Nothing has Transpired.’ This 
activation is briefly evident in eighty-two to eighty-five as they grapple with 
their two-dimensionality attempting to construct an illusion of depth resulting 
in a restrained interplay. Chapter 5 ‘Every Contact Leaves a Trace’ activates an 
unsettling, disorientating relationship between the fragment and its position 
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bordering space. 
Activating Surface: its materiality, its outwardly appearance, its tactility and 
the way we traverse it. If we are receptive, details captivate us, they elicit 
touch. They are also open to interpretation, acting as thresholds or entrances 
between conscious and unconscious levels of experience. Visible but invisible 
to our senses, and even our private thoughts. Surfaces also serve as both 
metaphor and plea for heightened sensitivity on our part, for crossing borders 
and opening us to the world; redeeming what seems like periphery limitations 
within our own experience of primary perception. 
Activating is the serial meanderings of these repetitive actions: observing, 
focusing, analyzing and extracting; interrupting staid contexts, suggesting more 
subtle ambiguities, and the possible insertion of new fragments into existing 
contexts.
Activity
“One should start at the beginning again.... One really does things only to 
bring them to an end and to be free again and to be able to make something 
different, to start all over again.”8 
Activity manifests itself in various forms, as a constantly fluctuating exchange, 
between the occupation and dissolution of space, emptiness and fullness, 
interior and exterior surfaces, movement and performance, the shifts in scale, 
materiality and process, and imagining. It is the ongoing movement between 
the expressions of making, handling, thought, and imagining as can be seen 
in Chapter 2 ‘The Quiet Exposure of Decay’. The simple action of using the 
photomontages as transitional or liminal interface, releasing a cast from a 
mold, to rolling the fragment over in one’s hand, as a way of slipping between 
and linking up various ideas throughout the projects. The fragment becomes 
an integral part of the action. 
The activity does not correspond in a structured pattern in which a fragment 
is developed from one point of origin to a resolved solution. It is adopted 
as an iterative technique for multilaterally thinking through process and the 
development of the fragments. Through the recurring action of looking at 
imagery, tracing outline, cutting, overlaying, re -tracing, re- cutting, applying 
paint, sanding, re-applying paint, re-sanding, building up layers of wax or 
plaster, the methodical looping of thread in and out of the fibrous felt, the 
activity of making manifests as a methodology a complex display of repetition 
and variation, as I have discussed in Chapter 1 (Section 1.2) evident throughout 
the research projects such as Chapter 3 ‘The Activity of Still Objects’. “It is 
through an encounter between tools, materials, knowledge’s, objects and 
bodies that movement happens. The work of art is the movement. And, this 
movement…gains access to objects not only in an original way, but also an 
originary way; the movement does not follow upon a representation.”9 It is 
a process that re-articulates the objects. It may begin from the same point 
of enquiry, it may appear to be performing the same set of procedures and 
sequences, yet there is an apparent variation between fragments, their 
materiality and their position. 
Activity is not only confined to the process of making and materiality, it is also 
apparent in the way fragments are handled, positioned, arranged, and re-
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arranged spatially. It is also evident in the development of dialogues between 
the interior and exterior, through the fragments abilities to define and make 
space, and their capacity to contain and accommodate more than their own 
presences. Refer to Chapter 5 ‘Every Contact Leaves a Trace’ where projects are 
concerned with the inversion of space and Grosz’s porous boundaries (Refer to 
Chapter 1 Section 1.1). 
Intermingled in this method of activity is the very idea that a practice of 
making can become a form of material adventure. It shifts the idea of 
mastering material towards the idea of exploring it. Engaging with the process 
of making as a material adventure is an act that seeks to unhinge the position 
of the maker. It has the potential to generate a situation in which the unknown 
is embraced so that accidents, chance encounters; unexpected conjunctions 
become vital elements within the process of engagement. This refers back 
to Chapter 1 Section 1.0 Lefebvre noting that space is active, that it can act 
upon unaware subjects. The materiality is a vehicle for interrogating spatiality, 
as an ‘operation’10 to be performed, the interrogation of the surfaces and 
structures, a space of oscillation between the positive and negative space. The 
scale is always shifting, sliding, to reveal and activate the spatial fabric of the 
projects. (Refer to Chapter 1 Section 1.0 and 1.2)
Chapter 4 ‘Interventions in a Place Where Nothing has Transpired’ 
demonstrates these continual shifts in scales, expanding and contracting, 
offering new orientations and imaginings. Many of the fragments activate 
space, blurring the boundary between the real and the imagined. Interrupting 
and disrupting the surface by placing themselves in a liminal space. (Refer to 
Chapter 1 Section 1.0).
The activity of making is clearly evident within Chapter 4 ‘Interventions in a 
Place Where Nothing has Transpired’. It is an integral part of the process within 
each of the four projects. Each action produces a shift or change establishing 
a distinct translation from one material fragment to another highlighting a 
continuation of process and poignantly recording the actions of making as an 
intrinsic part of the work itself (Refer to Chapter I Section 1.2).
The action of making is an arena of experimentation and constitutes an 
important methodology in relation to generating the fragments that proliferate 
the projects, orientating further investigations.
Trace
Trace is “A sequence of subtle revisions that offered a means of gaining insights 
into the ordinary and the overlooked.” 11 “What is left is a residue or reminder, 
a space of oscillation between presence and absence.”12
Trace is a subtle suggestion of something that has existed. It is residue 
of activity, it seeks to establish a connection and re-addresses aspects of 
looking that is apparent in Chapter 5 ‘Every Contact Leaves a Trace’. It draws 
attention to the contingent aspects of making, the uncertainties, the chance 
occurrences, and possibilities, constituting a temporal and spatial response. 
Trace is evident through-out all the projects and has been demonstrated 
through linking the illusive cast of shadows in The Expectation of the 
Unexpected within the Chapter 5 ‘Every Contact Leaves a Trace’ back to Paper 
Hanging of Chapter 4 ‘Interventions in a Place Where Nothing has Transpired’. 
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As discussed in Chapter 1 Section 1.2 the techniques of making, the tools 
used all leave a trace on the material presence of the fragment. The material 
presence is a trace of the action. Expressing it’s marks, indentations, chips, 
frays, creases, tears, collapses, mends, and other expressions, this trace adds 
another spatial dimension. This is prevailing within Chapter 3 ‘The Activity of 
Still Objects’ and the casts of Chapter 4 ‘Interventions in a Place Where Nothing 
has Transpired’.
Fragments slip in and out of a relationship with an experience or memory 
within Chapter 5 ‘Every Contact Leaves a Trace’, by resembling familiar or 
suggestive forms or imagery, oscillating between Bachelard’s real and imagined 
space (Refer to Chapter 1 Section 1.1). The interplay between presence and 
absence is quite overt across all fragments; Empathy in a Box, Belonging (s), 
Towards a Disappearance, and The Expectation of the Unexpected.
Chapter 5 ‘Every Contact Leaves a Trace’ and Chapter 2 ‘The Quiet Exposure 
of Decay’ invites imagination, a consideration of the presence and absence 
of a place or action, a vacated, dislocated habitation of an exiled subject or 
image and abandons any reference to a concept or meaning. Spaces become 
real and imagined such as Lefebvre’s concept of lived space or imaginative 
space; embodied and adopted in imagination and the imaginative space 
(Refer to Chapter 1 Section 1.0). They may be interrupted, appropriated 
and transformed, an enigmatic residue of actions and decisions, a nexus of 
inexplicable connections and interventions.
Trace also manifests itself in the contingent associations between making, 
referring back to Ferr’s comment suggesting that making is an interval between 
the indefinite and the definite, ourselves as subjects and the emergence of 
material objects (Refer to Chapter 1: Section 1.1).
Trace is in part an interrogation of surfaces as a way of seeking something that 
has been disregarded, abandoned, lost, marginalized, and detached from its 
source. In practice, trace brings these peripheral occurrences back into focus 
drawing us into the spaces in-between.
Looking,	Activating,	Action,	and	Trace are all methods that contribute to 
undoing the boundaries of practice, subverting and enabling a transition of 
becoming. 
•	 The projects were self-contained yet there is an implicit consecutive 
relationship to prior and subsequent projects.
•	 The projects continually shift in referencing imagery.
•	 The intrinsic relationships between fragments oscillate amid intangible 
connections and tangible relationships.
•	 At various times processes of making and exploring materiality 
has been repeatability visited and revisited through the research, 
traversing paths already taken before and negotiating them arduously. 
However through the paraxial engagement with tools, materials and 
surface, we have seen each project discloses its distinct methods.
•	 The projects are at once anonymous and expressively charged.
•	 The projects were framed and constructed, however defy boundaries. 
•	 The studio contained the projects; yet express a multitude of spatial 
complexities that conceive beyond the confines of the studio. 
•	 The fragments couldn’t be reduced to a defined, fixed meaning but
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 gave rise to a multiplicity of possible, indeterminate meanings.
•	 Each project has different durations, what exists in the here and 
now is also a suggestion of what is to come and a trace of what has 
occurred.
As a consequence of the multi-faceted nature of in-between, the projects 
constantly shift between varying physical and the conceptual qualities of 
materiality; tangible and intangible notions of spatiality; frequently negotiating 
repetitive and iterative processes of designing- making. The very practice of 
making became a space in-between.
In the flux of practice, the act of making may occur instantly and not result 
from rational logic. Within this space, a practice in-between produces effects 
of a very different direction to that of mere representation. Until I begin to 
work with the materials, to handle the fragments, I cannot understand where 
the exploration will take me. It is within this dynamic production of practice, 
imagining and handling that the activity of making and its potential may be 
considered anew.
I have come to understand, through Heidegger’s concept of handling, that the 
action of exposing, activating and understanding surface is a method within 
practice itself. “Such knowing occurs at the level of the hands and eyes and 
operates in a different register from the representational paradigm...”13 In 
the subtle gesture of handling materials and tools, a movement occurs, the 
fragment asserts itself and communicates. Suggesting the very practice of 
making is in constant motion, navigating a space in-between. 
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CONCLUSION
The	Place	Of	Practice
“Physical contact with a surface can both be a use of that surface as well as a 
way of acknowledging that a limit is there, existing within the work itself.”1
All of the project work was made within the studio, my studio. An engagement 
with my studio practice may be perceived as production in a private space. The 
hours spent making alone, the reflective pondering, handling and manipulating 
of materials. The production of fragments, being made, restlessly confined as 
they shift around the studio into piles, attempting to find a place of rest upon 
the shelves, work benches, temporary stacking against the wall or lying on the 
floor. 
The projects made within the studio, have remained within the studio, I 
recognize that this practice may be considered a limitation and has invariably 
raised a number of questions as to why the research was framed within the 
confines of the studio. Most importantly it raises the query of what did the 
studio process reveal that could not have been revealed by any other mode of 
enquiry?
The studio provided this research with a base in which it allowed me the 
freedom to investigate ideas of surface and the space in-between without 
being encumbered with the practical constraints of my professional discipline. 
Of course it did assume the most obvious benefit of providing a space of 
reflection and transformation.
The role of the studio in making has been discussed and explored by other 
PhD’s and Scholars. The studio, a space typically kept private provides for the 
intersection of contemplation, conceptualization, research, experimentation, 
and production, of course it varies from individual to practice to studio. 
As the research evolved there was a realization and a transition from the 
conception of the studio as a place of making to an understanding of it as 
a space in which the action of making transforms. This has shifted my ideas 
surrounding the studio as a site of practice. The place of making appears 
disconnected whereas to make in a space engages. In this context the studio is 
a location of exploration, an imaginative space that facilitates process. 
Most importantly what this research did reveal was that to engage with 
practice, whether it be in the studio or not, is to be present within an 
environment or in the context of the work. This finding coupled with critical 
reflection on my own practice and experience of space, has led me to re-
conceptualize practice and the nature of my studio as a space of possibility and 
openness. 
I consider conducting the research within the confines of the studio a spatial 
practice. The studio was not a static shell in which I occupied purely to conduct 
research. It was an organic space in which the production, performance and 
play of making fluidly transpired speaking intensely of the interior and exterior 
elements of a constructed space, and how one can negotiate its complexities. 
I believe my contribution lies in how my spatial practice has transformed 
uniquely in the studio environment. A method of practice in which I allowed 
174
works to transpire and surface through making. I allowed for unplanned 
moments to take precedence over predetermined ideas. No longer is the 
studio a hermetic space for me, as it once was in the past. Its role as a space 
for my designing-making where I can arrange thoughts, observations, material 
explorations, and imaginings has proved important for allowing my work to 
manifest in ways I had not considered. 
A	State	Of	Becoming:	A	Complexity	Of	Making	
The practice of surface encompasses materiality, expanding the possibilities 
for making, generating associations between fragments, as a form of 
generating spatial interventions, and establishes interdisciplinary dialogue. 
Through the process of designing-making, the projects and the fragments 
tenuous association with static concepts, shifts, suggesting an openness to 
interpretation. 
“You cannot simply take these things for granted….They are often things that 
are still in the making and arguably they continue being made as we think 
about them, remaining in a state of becoming in our minds”2  
If the designing-making process concentrates on the fragment as the generator 
of the space in-between, then, its ability to develop and communicate ideas 
would be limited by the inherent meaning of that fragment. If however we 
come to accept the symbolic language of materiality, then it will invert this 
process and explore the space in-between surface before defining form.
The projects ‘The Quiet Exposure of Decay’, ‘The Activity of Still Objects’, 
‘Interventions in a Place Where Nothing has Transpired’, and ‘Every Contact 
Leaves a Trace’ address the conditions that enable making, revealing, and at 
the same time surprise, provoking thought. They question what is it to make 
of this collection of seemingly disparate investigations, how to bring the 
fragments into focus and think about what they are, what it means to make 
and how the processes of making translate to the viewing encounter and 
how these fragments may speak to us remaining in a state of becoming in our 
minds.
My PhD offers numerous ways of unpacking and working through ideas 
embedded in the state of becoming. In the end I learned to gracefully accept 
and embrace the openness and unfinished nature of the projects. Prior to 
commencing my PhD I would never have considered adopting this approach 
and would still be making connections and resolving pieces or locating them 
within a preconceived framework. The open ended nature of the research, 
the deferral, to finish, to resolve the fragments, has in effect developed a 
inquisitive approach to practice a process further looking, questioning, making, 
and remaking.
What is also important here is the approach taken towards documentation, 
which is not positioned as a form of representation, of the work, but as 
a means to extend the work. I have accepted that being meticulous in 
documenting my methods in making does not destroy the open ended 
transient nature of the project work but has assisted in examining how I make 
and therefore how I evaluate making. 
Considering the research, as a resource from which other articulations are 
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possible, it has been an important development in my research practice. This 
process of documenting and evaluating is a method that others can apply to 
their own practice, and may offer further insight to process based practices. 
Potential	Spaces:	A	Question	Of	Value
In the process of making, questions surrounding the value of this research 
emerged. The most significant were: What was it that I was doing? And did it 
have any greater value other that fulfilling my desires and curiosity. Perhaps 
viewed as esoteric, a quality that may have also been associated with my 
practice, I was constantly queried on what possible use or value did the 
research impart to a boarder design community. Despite the open-ended 
nature of the research, the unimpeded approach taken towards making, the 
positioning of the research and the simplicity of techniques all factors that 
may reek of insular, self orientated introspection; these individual fragments 
collectively generate a spatial position emphasizing a value gained knowledge.
Each project developed during this PhD similarly queried the value of the 
research work; what it meant, how it behaved materially and spatially, and 
how spatiality manifest within the projects. For me it is the manner in which 
materiality is engaged, the ways that space is activated and produced, the 
engagement with the object, and the means through which a practice of 
looking is activated, that various new dialogues are engaged and contribute.
A dialogue of looking, activating practice, the production of making, and the 
trace of actions therefore establishes that this research does not reside in 
descriptive interpretive or static space, or that the outcome of this research is 
a permanent manifestation of an idea or concept but a methodology of action. 
A tactile activity that brings surface, space, and practice into being, transforms 
them, undoes their identities and creates potential spaces in between.
Revealing	Space:	Contribution	To	Practice
The notion of ‘in-between’ has provided me with an opening that has enabled 
me to rethink the limitations of particular forms and disciplinary practices, the 
restrictive demarcation between interior / object conception, procurement and 
inhabitation or habitation of an interior architectural structure. Upon reflection 
I have come to accept that the strength of my practice work resides within the 
space I occupy between industrial design, sculpture and interior disciplines.
Elizabeth Grosz writes that “the boundary between the inside and the outside, 
just as much as between self and other and subject and object, must not be 
regarded as a limit to be transgressed so much as a boundary to be traversed. 
These boundaries, consequently, are more porous and less fixed and rigid.”3 
My work traverses these boundaries blurring and slipping between these 
traditional disciplinary models allowing my practice to operate as a place of 
becoming, transaction, negotiation and improvisation.
Examining design processes and the interventions (projects) themselves has 
allowed me to reformulate the way in which I perceive and activate material 
and spatial processes. These processes have given me the opportunity to 
interrogate outcomes and subsequently speculate on their potential to 
generate discourses and new work. Through making enigmatically scaled 
fragments, I have endeavored to develop and articulate another surface 
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amongst surfaces.
‘A Space In-Between: Practicing Surface’ articulates and contributes a series 
of possible approaches and methodologies for others to appropriate, open, 
connect and develop. I acknowledge that there is also a broad field of people 
working within, skirting around, and traversing this area and associated areas 
of this research, some whom I have acknowledged within this document. 
My research contribution is embedded within the way I have established new 
connections between making surfaces and perceiving space. As a practice it 
both explores and affirms openness, process, and the in-between spaces of 
surfaces. It establishes connections between disciplines, expanding notions 
of materially and modes of production, whilst producing temporal, spatial 
relations. It sets these relationships into action as a strategy for practicing new 
arrangements and openings. 
The unfolding, revealing space in-between the praxis of surface: is an attitude, 
is a future mode of making and practice, and on an individual level “perhaps 
…. my nature can be summed up in a single trait: the need to keep searching, 
come what may, for new events, and flee inertia and stagnation.”4
Conclusion	Notes
1 Kim Paice, ‘Continuous Project Altered Daily: Robert Morris’, in Wouter Davidts ‘The 
Fall of the Studio: Artists at Work’ Pg. 49 -50
2 Briony Ferr, ‘Eva Hesse Studiowork’ Pg. 23
3 Elizabeth Grosz, ‘Architecture From the Outside’ Pg. 127
4 Jane Rendall, ‘Doing it, (un) doing it, (over) doing it yourself’. Rhetoric’s of 
Architectural Abuse in ‘Occupying Architecture Between the Architect and the User’, 
cited from I. Eberhardt, The Passionate Nomad: The Diary of Isabelle Eberhardt Pg. 234
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APPENDIX	:		IMAGE	REFERENCE
CHAPTER 1
Fig. 1   Maya Lin, ‘2 x 4 Landscape 2006’ Timber Approx. 3 x 17 x   
  11mtrs 
Fig. 2   As per Fig.01
Fig. 3   Maya Lin, ‘2 x 4 Landscape’ (Detail) 2006
Fig. 4  Dani Marti, ‘Variations in a serious black dress #14’ 2003 Polyester + 
Polypropylene on wood 2 x 2mtrs
Fig. 5   Mark Boyle, ‘Journey to the Surface of the Earth’. Rock +   
  Scree Series 1977
1.2 x 1.2mtrs
Fig. 6  Mark Boyle, ‘Journey to the Surface of the Earth’. Holland Park 
Avenue Study 1969 2.4 x 2.4mtrs
Fig. 7  Eva Hesse, ‘S-30’ 1966 Acrylic, Cord, Paper, Metal 27.9 x   
  34.3cm
Fig. 8  Eva Hesse, ‘S-71’ to ‘S-74’ 1967 Plaster. Dimensions vary.
Fig. 9  Eva Hesse, ‘S-133’ to ‘S-135’ 1968 Latex and Cheesecloth 17 x  
  12.5 x 3cm each
Fig. 10  Eva Hesse, ‘S-153’ 1969 Papier Mache 11.2 x 30.5x 5.1cm
Fig. 11  Herzog + de Meuron, ‘Archaeology of the Mind exhibition,’   
  Montreal 2002
Fig. 12 Herzog + de Meuron, ‘184_046M,’ Prada Le Cure, Production Centre 
and Warehouse Terranuova, Arezzo 2000 – 2001 Rubber, Wax, 
Cardboard + Plaster 
74 x 62.5 x 20cm
Fig. 13 Herzog + de Meuron, ‘164_012M’ – ‘164_016’M + ‘164_039M’ 
Centro Cultural, Museum and Cultural Centre, Santa Cruz de 
Tenerife 1999 Plaster. 
Approx 25 x 25 x 3cm – 42 x 26 x 2cm
Fig. 14 Herzog + de Meuron, ‘163_ 017M / 163_ 016M,’ The New Link Quay, 
Santa Cruz de Tenerife 1998 Wood + String. 25 x 24 x 6.5cm / 26 x 
25 x 8cm
Fig. 15  Gabriel Orozco, ‘Working Table,’ New York 2005 Collection of  
  objects. 
Variable dimensions.
Fig. 16  Gabriel Orozco, ‘Working Tables,’ (Detail) Mexico 1991 – 2006   
  Variable dimensions.
Fig. 17  Robert Morris, ‘Untitled’ (Pink felt) 1970
Fig. 18  Robert Morris, ‘Untitled’ 1968
Fig. 19  Charles + Ray Eames, ‘Powers of 10’ 1968 100mtrs – 1mtr.
Fig. 20  Charles + Ray Eames, ‘Powers of 10’ 1968 10cm – 10 microns
CHAPTER 2 
Observations
Fig. 1 - 200 Project imagery – Refer to Chapter text for details
Photomontages
Fig. 201 - 226 Project imagery – Refer to Chapter text for details
CHAPTER 3 
Paper	Musings
Fig. 0.1-0.6 Project imagery – Refer to Chapter text for details
Fragments	1-81	
Fig. 1 - 81  Project imagery – Refer to Chapter text for details
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CHAPTER 4
Eighty-two	to	Eighty-six 
Fig. 82 - 85 Project imagery – Refer to Chapter text for details
Fig. 86.1 – 86.6 Project imagery – Refer to Chapter text for details
52	Felt	Pieces 
Fig. 1-12  Project imagery – Refer to Chapter text for details
Paper	Hanging
Fig. 1-18  Project imagery – Refer to chapter text for details
Fig. 19   Mona Hatoumn, ‘Mobile Home’ 2005 Mixed media. 119 x   
  220 x 645cm
Fig. 20   Gabriel Orozco, ‘Lintels’ 2001 Lint + Nylon wires. Dimensions  
  variable.
Fig. 21                        Eva Hesse, ‘Right After’ 1969 Rope. Dimensions variable.
Single	Felt	Hangings	
Fig. 1-12  Project imagery – Refer to chapter text for details
The	Space	of	Release	
Fig. 1-20  Project imagery – Refer to chapter text for details
Small	Ground	Fragments	
Moulds  Project imagery – Refer to chapter text for details
Fig. 1 (in mould) Project imagery – Refer to chapter text for details
Fig. 1-8  Project imagery – Refer to chapter text for details
A	Moment	of	Disjuncture
Fig. 3-9  Project imagery – Numbering corresponds with Small Ground  
  Fragments
Fig. 10  Lucio Fontana, ‘Concetto Spaziale, Attese’ 1965 Tempera on  
  Canvas. 130 x 97cm 
Fig. 11   Gordon Matta Clark, ‘Splitting’ 1974 Gelatin Silverprint. 40.6  
  x 50.8cm
Fig. 12-13 Project imagery – Refer to chapter text for details
Lifting	Its	Floor
Fig. 1-6  Project imagery – Refer to chapter text for details
Floor	Pieces		
Detail 1-4  Project imagery – Refer to chapter text for details
Fig. 1-6  Project imagery – Refer to chapter text for details
Leftovers
Fig. 1-28  Project imagery – Refer to chapter text for details
CHAPTER 5 
Empathy	in	a	Box
Fig. 1 – 12   Project imagery – Refer to Chapter text for details
Belonging	(s)
Fig. 1 – 6  Project imagery – Refer to Chapter text for details
Towards	a	Disappearance
Fig. 1   Doris Salcedo, ‘Shibboleth’ 2007 Turbine Hall, Tate Modern  
  London 
Inscribed floor. Approx.150mtrs.
Fig. 2   Doris Salcedo, ‘Shibboleth’ (Detail) 2007 Turbine Hall, Tate   
  Modern London
Inscribed floor. Approx. 150mtrs.
Fig. 3-7   Turbine Hall, Tate Modern London 2009 Patched floor 
Fig. 8-29  Project imagery - Refer to Chapter text for details
The	Expectation	of	the	Unexpected
Fig. 1-6  Project imagery – Refer to Chapter text for details
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